Substantiating displacement by Hendrickx, A
Substantiating Displacement
Substantiating Displacement
Arnaud Hendrickx
A corpus of work submitted in fulfillment of the 
requirements for the degree of Doctor of Phi-
losophy 
School of Architecture and Design, RMIT Uni-
versity, November 2012
Declaration
I certify that except where due acknowledge-
ment has been made, the work is that of the 
author alone; the work has not been submitted 
previously, in whole or in part, to qualify for any 
other academic award; the content of the thesis 
is the result of work which has been carried out 
since the official commencement date of the 
approved research program; and, any editorial 
work, paid or unpaid, carried out by a third party 
is acknowledged. 
Arnaud Hendrickx
31 August 2012
2 / 230
Thank you
Sint-Lucas School of Architecture for institutional 
support and the research time.
IVoK for their support of Art as Vacancy.
Richard Blythe and Johan Verbeke for their su-
pervision of this PhD.
Ranulph Glanville for his support and special 
supervision of the entire process of this PhD.
Michaël Van den Abeele, Gabriël Lester and 
Richard Venlet for their collaboration on this 
project.
Z33 Hasselt, Etablissement d'en Face and 
Danai Anesiadou, Netwerk Aalst and Wiels for 
providing opportunities.
My family for their patience.
Thierry Berlemont for RAUW.
Wim Goossens for many hours of interesting 
discussions.
Sam Dieltjens and Stijn Jonckheere for their 
support.
3 / 230
I. INTRODUCTION! 6
1. BACKGROUND! 6
2. APPROACH! 7
2.1. THE GENERAL APPROACH. 7
2.2. THE METHOD OF GOOD COMPANY. 8
2.3. A CHRONOLOGICAL PROGRESSION OF CONCEPTS. 9
2.4. CONTEXTUALIZING THE METHOD 10
II. EVASIVE ACTION! 13
1. 1989 - 1994! 15
1.1. SPACE FOR MEDITATION 18
1.2. PAVILION DEDICATED TO STEEL 22
1.3. ZWEMVAT (BATHHUB) 26
1.4. SUPERSUBURBAN FOREST 30
1.5. BOATHOUSE 34
2. SIX TOOLS! 36
2.1. REPRESENTING 36
2.2. REFERENCING 37
2.3. USING 38
3. REFRAMING THE EVIDENCE! 44
III. BUILDING A PRACTICE! 47
1. RAW VS R.A.W.! 48
2. RAUW VS EVASIVE ACTION! 49
3. HOUSE ʻHʼ (2000)! 50
4. WORKING WITH CONSTRAINTS! 55
4.1. CONSTRUCTING THE BRIEF 55
4.2. PERFORMING ON 1:1 56
4.3. FEAR OF FAILURE 57
5. MORE R.A.W. THAN RAW! 57
IV. MORE RAW THAN R.A.W.! 59
1. PROJECT#1: PROMOTION! 61
1.1. TYPECASTING GABRIËL LESTER 61
1.2. SITE AS BRIEF 65
1.3. MOVEMENT AS BRIEF 69
1.4. BECAUSE IT’S THERE 73
1.5. ON FRAMING SPACE 75
1.6. ON PROMOTION 80
2. PROJECT#2: ISOMOSIS! 89
2.1. TYPECASTING MICHAËL VAN DEN ABEELE 91
2.2. NEGOTIATING SPACE 93
2.3. ADJUSTED COPY 96
2.4. ATTENDING A PERFORMANCE 99
2.5. ISOMOPOLIS 103
2.6. ON NEGOTIATING SPACE 108
3. PROJECT#3 BONUS MALUS! 121
3.1. PAINTINGS AS COMMISSIONERS 121
3.2. A BRICK IN MY STOMACH 122
4 / 230
3.3. JUWÖ POROTONTM 122
3.4. BUILT UPON THE RUINS OF A MORE ADVANCED GAME 124
3.5. WALKTHROUGH 128
3.6. CHIPKA 131
4. PROJECT#4: PERENNIAL! 135
4.1. TYPECASTING 135
4.2. RICHARD VENLET 135
4.3. MEANING AS BRIEF 139
4.4. DESIGN PROCESS 144
4.5. VISITING THE INTERIOR 148
4.6. PARTICIPATING AN EVENT 150
5. GLOSSARY! 152
6. EPILOGUE! 156
6.1. SUBSTANTIATING DISPLACEMENT 156
6.2. INTENSIVE THINKING 168
V. APPENDIX! 208
1. ON FRAMEWORKS! 208
1.1. FRAMEWORKS ONE WORKS WITH(IN) 208
1.2. REVEALING THE FRAMEWORKS ONE WORKS WITH(IN) 209
1.3. QUESTIONING FRAMEWORKS ONE WORKS WITH(IN) 210
2. FOUR EARLIER COLLABORATIONS WITH GABRIЁL LESTER! 213
3. FOURTEEN GAPS! 217
VI. BIBLIOGRAPHY! 226
5 / 230
I. INTRODUCTION
 Maps, graphs, books, formulae, etc., offer 
wonderful opportunities for reorganizing our 
knowledge from ever new points of view. And 
this reorganization is itself, as a rule, a tacit 
performance, similar to that by which we gain 
intellectual control over our surroundings at 
the pre-verbal level, and is also akin, there-
fore, to the process of creative reorganization 
by which new discoveries are made.1
1. BACKGROUND
I am an architect. My practice in engaging with 
architecture is mainly situated on four levels: 
architecture, art, education and research. These 
levels are interconnected. I consider these con-
nections to be the topic of my PhD.
Looking back on my practice, three different 
environments can be discerned that have 
shaped my relationship with the medium of 
architecture, each enabling a specific form of 
engagement: an educational environment (be-
coming an architect); a professional environ-
ment (becoming a building architect), and an 
academic environment (becoming a reflective 
practitioner). From 1989 to 1995 I studied archi-
tecture at the Brussels Sint-Lucas School of 
Architecture. From 1998 to 2007, the majority of 
my energy was directed towards my architec-
tural office RAUW, a collaborative practice with 
Thierry Berlemont and before 2005 also with 
Bart Callens. In 2007 there was a radical shift in 
my professional activities as the result of my full-
time enrollment in the Sint-Lucas School of Ar-
chitecture. Education and research became the 
main focus of my activities. My practice shifted 
form a professional to an academic context. 
From that point on I’m permanently challenged 
to develop a new practice within this context. 
The academic framework of research by/
through design offers me an opportunity to 
simultaneously define a new practice and re-
define my preceding practice. By making in-
strumental (ab)use of academic means, de-
signerly thinking can be implemented in a new 
spatial artistic practice. Academic papers, arti-
cles, presentations, conferences, research pro-
jects and this PhD became instruments to cre-
ate a platform for the production of new work 
and for an exploration, a continuation and a 
more conscious deepening of my earlier prac-
tice. I consider myself lucky to have received 
the opportunity from the Sint-Lucas School of 
Architecture and RMIT University in Melbourne 
to embark on the journey of this PhD by project, 
which offers a perfect framework to consolidate 
these ambitions. 
The implementation of this framework led to this 
PhD by project, called Substantiating Dis-
placement. Substantiating Displacement incor-
porates and further explores works generated 
by the research project Art as Vacancy. Even if 
Art as Vacancy is an integral and inseparable 
part of this PhD, I mention it as a separate ele-
ment because of the fact that it is funded by an 
external source (OPAK or research platform Art 
and Architecture).
Art as Vacancy starts from a simple observa-
tion: during the last two centuries, art and archi-
tecture have developed their own platforms, 
resulting in a greater autonomy of both disci-
plines. Practitioners found space to explore the 
limits of their respective media and developed a 
specific, personal relation to the means of ex-
pression embodied in them. As a result, both 
disciplines developed their proper, independent 
discourse more clearly than before. Despite 
their gain in autonomy, both disciplines still 
share fields of interest and often deal with simi-
lar means of expression. 
6 / 230
1 Polanyi, M 1959, The study of man, University of Chicago Press, Chicago, pp. 24-25.
In this context, Art as Vacancy looks at the 
question: “Can expressive mechanisms from art 
practice enrich architectural practice (and vice 
versa)?” The aim of the project is to confront my 
architectural practice with that of five exemplary 
artists chosen for their specific approaches 
towards architectural topics and space in gen-
eral: Gabriël Lester, Michaël Van den Abeele, 
Freek Wambacq, Harald Thys and Richard 
Venlet. The core of this project is mode-22 
knowledge production by means of trans-
disciplinary3  collaborations between each of 
these artists and myself. Each collaboration 
aims at the production of an autonomous work 
in the field of art and architecture. This resulted 
in five exhibitions: Gabriël Lester (‘ProMotion’ in 
Z33, Hasselt), Michaël Van den Abeele (‘Isomo-
sis’ in Etablissement d’en face, Brussels and 
‘Bonus Malus’ & ‘CHIPKA’ in Netwerk, Aalst) 
and Richard Venlet together with Michaël Van 
den Abeele (‘Perennial’ in Wiels, Brussels). The 
exhibition that accompanies the final presenta-
tion of this PhD closes this series.
This PhD by project consolidates and incorpo-
rates the work created in the context of Art as 
Vacancy and connects it to my other architec-
tural practices. This catalogue documents this 
process in three parts, based on three different 
environments, each with their specific media-
tors. The first two parts (on my education, called 
‘Evasive Action’, and my building practice, 
called ‘Building a Practice’) document how my 
personal model of architecture was shaped in 
these environments and how this model shifted 
during the PhD. 
The third part, called ‘More Raw than RAUW’, 
documents the five Art as Vacancy exhibitions 
and the reflection they triggered.
2. APPROACH
2.1. THE GENERAL APPROACH.
Substantiating Displacement is a reflection on 
my architectural practice by the making of new 
projects. At the outset of the PhD a general 
approach was put forward. The aim, the means 
and the zone of interest of this approach can be 
roughly approximated by the following phrase: 
the PhD-project aims at revealing and question-
ing the frameworks I work with(in), by actively 
engaging with mediators (i.a. art & artists) in the 
design and creation of new work, in order to 
explore the transitional space between subject 
and object.
Even if Substantiating Displacement departs 
from reflecting on my practice by means of my 
practice, the research question that drives Sub-
stantiating Displacement clearly aims at topics 
that are relevant beyond my practice. The re-
search presents a specific evidence based 
case study that contributes to an increased 
understanding of the creative practice in gen-
eral and the trans-disciplinary creative practice 
in particular. It offers an insight in the overlap-
ping field of architecture and art. It also pre-
sents evidence of and reflects on: 
- different models of how a spatial artistic prac-
tice bridges the object subject gap, 
- a method to reveal and question the concep-
tual  frameworks a creative practitioner works 
with/in,
- the role of and different modes of engaging 
with mediators in the creative practice.
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2  Mode-2 knowledge production is a context-driven, problem-focused and interdisciplinary form of knowledge production. 
As coined by Michael Gibbons in 1994, mode-2 knowledge production distinguishes itself from traditional, academic, 
investigator-initiated and discipline-based form of knowledge production, which they labelled mode-1.
3  ‘Trans-disciplinary’ is used here as the form of collaboration where people from different disciplines work towards a 
common goal and where all participants address the full spectrum of activities that achieving this goal implies, even if 
some of these activities are not traditionally considered to be a part of the discipline someone belongs to. 
2.2. THE METHOD OF GOOD 
COMPANY.
To implement the general approach described 
above, a series of designs was initiated. For 
these designs I displaced myself from the cen-
ter of architecture to a more liminal position. I 
engaged with the space between art and archi-
tecture through a series of trans-disciplinary 
collaborations with different artists, selected for 
their specific spatial practice.
Parallel to this series of autonomous designs, a 
method of identifying, naming, exploring and 
contextualizing heuristic devices4  that were at 
work during the conception, the construction or 
the experience of the design, was recursively 
applied throughout the research. They are also 
fed by a series of reflective actions: a small 
design that is intentionally performed as an 
exploration of a heuristic device. These heuristic 
devices are catalysts for revealing and ques-
tioning the frameworks I work with(in).5  While 
much of this process already happened implic-
itly in the autonomous designs, the actual re-
vealing and exploration of the heuristic devices 
often happened on what I call a ‘proximity wall’. 
The proximity wall is derived from a method 
used to research the survival of cultural ideas 
throughout history by Aby Warburg in his Mne-
mosyne Atlas.6  The proximity wall is a space 
where (representations of) artifacts are juxta-
posed, using the principle of good company. 
Placing (representations of) artifacts in good 
company amplifies and reveals analogies and 
differences implicitly embodied in them. By 
displacing (a representation of) a project in 
proximity to other (representations of) projects, 
their juxtaposition generates different relation-
ships. Naming a specific relational web of 
analogies turns this elusive web into a more 
stable operational heuristic device that be-
comes able to be identified, manipulated, re-
used and explored. 
In this sense the heuristic devices are only tem-
porarily stable because they are informed by 
relations that are volatile and may shift, for ex-
ample because of the fact that similar artifacts 
might resonate differently when represented 
differently, or because the whole resonance 
shifts when a new item is added to the wall, or 
because, when scrutinized with a different 
mood or intention, a different pattern may sur-
face from the proximity wall. 
In an attempt to describe the discovered heuris-
tic devices in an explicit way, I poured them in 
the format of a glossary. The seemingly stable 
formal appearance of a glossary contrasts with 
temporarily isolating one thread from the cloud 
of resonances. A single thread is drawn from 
the space of possible threads, to enable a tem-
poral stabilization of the fuzzy clouds of reso-
nances. In that sense, the thread that I have 
pulled from this web, which consists of three 
heuristic devices each with its respective sub-
device, is only a possible thread. I call this 
thread Substantiating Displacement. 
Substantiating Displacement creates a lens to 
look at my work, and many other lenses could 
be conceived. Yet after the iterations of five 
designs and a series of reflective actions, the 
thread of Substantiating Displacement seemed 
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4 This term was mentioned during the feedback to my third GRC-EU by Marcelo Stamm, who proposed the philosophic 
understanding of ‘heuristic devices’ as his interpretation of the term I used at that time, namely ‘mechanisms’. In phi-
losophy, a ‘heuristic device’ refers to an entity that enables understanding of, or knowledge concerning, some other 
entity. Heuristics refers to experience-based techniques for problem solving, learning, and discovery. Examples of this 
method include using a rule of thumb, an educated guess, an intuitive judgment, or common sense. 
5  There is a more detailed reflection on the process of revealing and questioning the conceptual frameworks one works in 
appendix 1: Revealing and Questioning Frameworks.
6  See also: Bruhn, M, Aby Warburg (1866-1929). The survival of an idea, viewed 17 May 2012. 
<http://www.educ.fc.ul.pt/hyper/resources/mbruhn/>
to become more stable while others randomly 
jumped all over the place or became absorbed 
by this one. This thread also generated the most 
relevant connections with my earlier work. In 
that sense, while there were and will be other 
relevant threads, this thread seems fundamental 
to my practice at this time. 
I decided to use the aforementioned method to 
shape this written document and to use the 
proximity walls that generated the three heuris-
tic devices as a story-board for this written 
document. Even if a text is a fixed medium, it 
remains important to consider the temporarily 
isolated descriptions of the heuristic devices 
that structure the text as threads drawn from 
action, to better understand these actions and 
to serve as action potential for new actions, and 
not as a taxonomy that is imposed on the work 
in order to formulate an absolute or stable defi-
nition of my practice.
This method is also further explored with Mas-
ter’s students in a design studio at Sint-Lucas 
School of Architecture, where this approach is 
called Patent Office. Here students explore their 
work to formulate operational heuristic devices 
discovered in their work in the known format of 
a patent. These patents are further informed, 
improved and implemented as a critical stance 
towards architecture expressed in architecture, 
by designing and/or constructing a pavilion for 
an architectural biennale: Architecture for Archi-
tecture.
This method is also implemented as a design 
tool or operational heuristic device to conceive 
the Art as Vacancy project Perennial, discussed 
in chapter 4 of part 3. 
2.3. A CHRONOLOGICAL 
PROGRESSION OF CONCEPTS. 
The method of good company embodied in the 
proximity wall does not work chronologically: it 
escapes linear metric time and confronts differ-
ent philosophical notions of time. This is maybe 
not the place to elaborate further on this philo-
sophical aspect, but because it served as one 
of the important inspirations for Perennial, one 
of the autonomous designs made during this 
research project, I will expand on this aspect 
later on in this text. What is important to under-
stand now is simply that the proximity wall does 
not work chronologically. For example, when 
you reflect on what you are doing now, memo-
ries of the past are reactivated, while at the 
same time these memories shape a possible 
future. Heuristic devices provide action poten-
tials that simultaneously activate the past and 
the future. Projects that are made a long time 
ago might become re-actualized in juxtaposition 
with recent or even ongoing work and the heu-
ristic devices these juxtapositions might reveal 
do not ‘remember’ the order in which works are 
created. 
An example of this is that my first architectural 
designs started to resonate strongly with topics 
touched upon during the design of Perennial 
somewhere at the end of the research project, 
while before it seemed unnecessary to bring 
them to the proximity wall. Suddenly these pro-
jects seemed important for the general story of 
the PhD, because they revealed a difference 
with what Perennial was aiming at, while earlier 
they just confirmed what was happening in the 
series of PhD designs. Earlier PhD-related de-
signs like ProMotion, Isomosis and Bonus Malus 
seemed an expansion of the heuristic devices 
put forward in RAUW, and Perennial seemed to 
bring a new topic to the table that was better 
understood in the light of work before RAUW.
Contrary to how the method dealt with time 
during the research, it seems relevant to run 
through the different insights this method gen-
erated as a linear story, chronologically ordered 
in time: starting with my education, then talking 
about my building practice RAUW and then 
addressing the work created in the PhD itself. 
This has the advantage that it illustrates how 
some concepts stayed similar while others 
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evolved though the different environments that 
shaped my relation with architecture. A chrono-
logical representation of a non-chronological 
process reveals the chronological progression 
of concepts throughout different phases of my 
practice. 
2.4. CONTEXTUALIZING THE METHOD
The method of good company did not arise out 
of nothing, but is implicitly or explicitly drawn 
from and inspired by a series of other ways to 
practice research. My approach was gradually 
shaped through interaction with the specific 
research context in which I inscribed myself.
I was teaching at Sint Lucas when I accepted a 
position in which research time was included. 
As one of first practical steps I applied for a 
research project at the IvOK, what later became 
the Art as Vacancy project. As a more theoreti-
cal initiation in research, Sint-Lucas provided 
me with the opportunity to participate in the 
Research Training Sessions. Here the partici-
pants of these sessions were offered many 
different approaches to engage in architectural 
research by designing. 
MEDIATOR
Research Training Sessions (RTS) - Batch 02
The Research Training Sessions are initiated 
by Prof. Johan Verbeke and are organized in 
the Sint-Lucas School of Architecture, Brus-
sels. It consists of a series of sessions that 
each highlighted a specific aspect and/or a 
specific approach to design based research. 
For ‘Batch 02’, my group, this meant sessions 
organized by:
- Prof. Gerard De Zeeuw & Prof. Rolf Hughes
- Prof. Halina Dunin-Woyseth & Fredrik Nilsson
- Prof. Ranulph Glanville & Adam Jakimowicz
- Prof. Ömer Akin & Dr. Burak Pak 
- Prof. Leon van Schaik & Prof. Richard Blythe
- Prof. Chris Rust & Dr. Nicola Wood.
- Prof. Wolfgang Jonas & Prof. Alain Findeli.
- Marc Godts.
In one of the RTS sessions Prof. Leon van 
Schaik and Prof. Richard Blythe presented the 
Creative Practice Research model that was 
practiced at the RMIT University. 
MEDIATOR
Creative Practice Research at RMIT
The current definition of this research method 
is well represented in Creative Practice Re-
search Model: What We Do, How We Do It, 
and What We Discover 7
The main components of the method are 
depicted in Richard Blythe’s ideogram de-
picted above. We see a theatre of practice in 
which a runway of projects passes through 
different frames: challengers and authorities, 
Ro (on: reflection on exiting work), Ri (inward: 
reflection that takes place in the action), Rf 
(for: reflection on possible future actions). 
In a sense one can map my 'method of good 
company' to the 'Creative Practice Research 
Model' provided by the RMIT University. 
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7  Schaik, LV, Stamm, M & Blythe, R 2012, Creative Practice Research Model: What We Do, How We Do It, and What We 
Discover, RMIT University/St Lucas Practice Research Symposium Keynote Address. Ghent, April 12.
'Art as Vacancy' is a design environment that 
places me in good company by typecasting 
mediators. In that sense this environment re-
sembles to a 'Theatre of Research'. 
MEDIATOR
Proximity Wall
The image above shows a simplified and 
schematized version of a proximity wall that 
used to summarize GRC-EUR 2 (S1 1011) & 3 
(S2 0910). In it wee see different elements:
Autonomous action (red): In the middle row I 
placed the autonomous actions, projects 
made without any imposed research ques-
tions that presuppose addressing any explic-
itly formulated interests or topics. 
Heuristic device (blue): In each of these 
autonomous actions, a heuristic device is 
identified. This device is given a suggestive 
and intuitive name that resonates with its 
operational potential. Naming a device 
makes it possible to identify similar or very 
different instances in earlier personal works 
or in the works of challengers authorities and 
peers. (green).  
Reflective action (orange): The heuristic de-
vice is also further explored by reflective 
actions, designs or other actions performed 
with the intention to confirm, question and 
expand the heuristic device.
The whole process is iterative and its steps 
are are not necessarily happening in a fixed 
order. Sometimes steps are repeated, post-
poned, combined .... 
The 'Proximity Wall' as described before, can 
be seen as my personal version of the 'Runway 
of Projects' by transposing the mechanisms 
embodied in Aby Warburgs Mnemosyne Atlas, 
Gerard Richter's Atlas or Duchamp's Boîte en 
Valise to the field of creating architecture. On 
the proximity wall I distinguished Autonomous 
Actions, Heuristic Devices, Contextualizing and 
Reflective Actions. 
I call engaging in a real life designs where the 
main concern is ‘just’ making a great projects, 
'Autonomous Actions'. When these actions are 
performed inside the framework of ‘Art as Va-
cancy’, which runs simultaneously with the PhD 
process, they seem to relate to ‘Ri’ (inward: 
reflection that takes place in the action). 'Reflec-
tive Actions' (small designs and reflections on 
heuristic devices drawn from autonomous ac-
tion) seem to relate to ‘Rf’ (for: reflection on 
possible future actions), while the 'Heuristic 
Devices' and the 'Proximity Wall' as a whole, 
synthesizes ‘Ro’ (on: reflection on exiting work) 
with ‘Ri’ and ‘Rf’. This means that exiting work 
gets reactivated by creating a work and placing 
this work ‘in good company’ with other works. At 
the same time the resonance that this juxtaposi-
tion emits, tickles8  the designer and hereby 
creates potential for new actions.
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8  This refers to the notion of Tickling Objects and Tickling Toys as discussed in Richard Blythe’s PhD, discussed later on in 
this catalogue (See: part three: More RAW than R.A.W, chapter 6: Epilogue)
Becoming is ... strictly correlative to the concept 
of repetition: far from being opposed to the 
emergence of the New, the proper Deleuzian 
paradox is that something truly New can only 
emerge through repetition. What repetition re-
peats is not the way the past ‘effectively was’, 
but the virtuality inherent to the past and be-
trayed by its past actualization. In this precise 
sense, the emergence of the New changes the 
past itself; that is, it retroactively changes not 
the actual past - we are not in science fiction - 
but the balance between actuality and virtuality 
in the past.9
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9 Zizek, S 2004, Organs without bodies: on Deleuze and consequences, Routledge, London, pp. 9-14.
II. EVASIVE ACTION
BECOMING AN ARCHITECT
๏ YOU ARE HEREINTRODUCTION TO PART ONE
Evasive Action is the first of a three-part cata-
logue that explores how engaging with architec-
ture in a specific environment has shaped my 
personal relation with the medium of architec-
ture. This first part mainly focuses on an initia-
tion into becoming an architect, performed in 
the educational environment of Sint-Lucas 
School of Architecture from October 1989 to 
June 1994. 
MEDIATOR
Sint-Lucas School of Architecture
As in many schools of architecture, at Sint-
Lucas we gain knowledge of architecture by 
engaging with it, a method similar to the radi-
cal constructivist approach for constructing 
knowledge: the thinking subject has no alter-
native but to construct what he knows on the 
basis of his own experience. Mediators like 
teachers, fellow students and exercises prove 
to be catalysts, nevertheless a personal 
model of architecture can only be con-
structed through one’s own actions in archi-
tecture.
This part is not here for encyclopedic reasons, 
but because some works from this period reso-
nate with the conception and production of later 
works. It is here for the reason that the shift 
embodied in this student work reveals continuity 
(and discontinuity) with the work of my profes-
sional practice at RAUW and the designs of Art 
as Vacancy (discussed respectively in parts two 
and three). It provides evidence of the fact that 
an education, like any initiation, may trigger 
concerns that resonate much further than one 
might expect. Afterwards, one might discover in 
these initial concerns aspects that still reverber-
ate or that have been unconsciously discarded. 
The five projects I will address in this part do 
not try to render a snapshot of how the past 
effectively was; instead, they are used to intro-
duce a new insight gained from their reactiva-
tion10  through juxtaposition with operative heu-
ristic devices drawn from recent work. In short, 
Evasive Action is an example of how heuristic 
devices, implicitly active in earlier work, are 
explored through new work.
During this PhD (for example during the con-
ception of Perennial,11  the last project in the Art 
as Vacancy series) the topic of postmodernism 
came up quite frequently. I felt an almost in-
stinctive resistance to the idea that postmodern-
ism seemed to have become fashionable again. 
A series of horrific architectural designs came 
to mind, typified by self-referential wit and his-
torical typologies poured in a formal composi-
tion of unrestrained ugliness. It seemed that the 
architectural interpretation of this ‘ism’ during 
the ’eighties and ’nineties left me with some 
scars and drove me towards discarding all 
things associated with this kind of architecture. 
MEDIATOR
Postmodernism in architecture
is an international architectural style charac-
terized by wit, ornament and reference. It 
rediscovered the expressive and symbolic 
value of architectural elements and forms that 
had evolved through centuries of building.
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10  reactivation: In ‘Displacement of Concepts’ Donald Schön describes how a metaphor can generate new knowledge by 
associating knowledge from one context with another. For example, by metaphorically referring to a political situation as 
a ‘cold war’, new questions arise about the possible weapons, victims etc. of this war. Our knowledge of this political 
situation is activated and framed differently, which possibly leads to new insights. When juxtaposing artifacts and pro-
jects, a similar metaphorical process takes place, reactivating work that might have been inactive for many years. 
11   Venlet, R, Van den Abeele, M & Hendrickx, A, Wiels, Brussels (B), 2011.  (Discussed in detail in part three.)
In art and philosophy this ‘ism’ is understood 
quite differently and many interesting artists and 
philosophers are classified as post-modernist. 
The enthusiasm of the two mediators with whom 
I was designing Perennial depicted postmod-
ernist design and architecture from a more tol-
erable perspective. In the end we even decided 
to put a work by Ettore Sottsass on display.
MEDIATOR
Superbox by Sottsass
In 1965 Ettore Sottsass designed the first 
Superbox closets coated in striped plastic 
laminate. The object is given sculptural form 
and is conceived as an altarpiece for the 
domestic liturgy.
I started wondering whether I threw out some 
useful parts of the baby with the bath water. 
Maybe some aspects I experienced as under-
developed in my practice might originate from 
this deeply rooted, instinctive resistance to any-
thing that has to do with postmodernism? 
Most of the works made during my studies im-
plicitly reacted against or avoided, architectural 
notions placed in the foreground by postmod-
ernism. In that sense, my designs took evasive 
action against the governing architectural style 
of that period. Like almost all young students, I 
considered the time I was living in to be unique 
and completely different from the past. Not 
much interested in architecture of the past, I 
thought I was redefining architecture from a 
blank slate. I ignored the fact that I was engag-
ing with a discipline that in itself is the product 
of history and that by positioning12  oneself in the 
field of architectural narratives,13  one might be 
reactionary without being aware of it.
Even if the drastic opposition suggested in the 
title of this part seems to over-accentuate the 
importance of postmodernism in relation to how 
I remember my student work, it stays true to 
forgotten aspects that are rediscovered in the 
evidence that remains of the work. It is by juxta-
posing my student work to postmodernist ap-
proaches that differences articulated them-
selves clearly. So, while other forces might also 
have been active, I accepted the image of 
postmodernism as a lump of anti-matter, push-
ing my practice in an opposite direction, sup-
porting the hypothesis that: what you react 
against may end up defining you.
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12  positioning: If we accept the fact that architecture defines itself through a collection of juxtaposed narratives, an architect 
has to position himself in the dynamic field of narratives. This also means accepting that concepts of ‘truth’ or ‘ideal’ are 
in fact limited to an intrinsic logic within a framework to some degree self-imposed. The fact that equally desirable 
propositions for future realities can co-exist makes studying architecture a confusing education.
13  narratives: Architecture has no unique definition, nor is it subject to one unified theory. Rather, it defines itself through a 
collection of juxtaposed narratives. Each of these narratives can serve as a conceptual framework that suggests an 
attitude, an approach or a model to deal with architectural means of expression that prove to be viable in a certain 
context. While some narratives have more impact and a longer life span than others, they eventually all get challenged 
and re-calibrated by a paradigm shift. Sometimes a challenge originates from an external shift, a shift in the context in 
which architecture operates (e.g. invention of steel or the elevator), while sometimes it originates from an internal shift, a 
shift in the architectural discipline itself (e.g. the rejection of ornament). Sometimes a narrative is challenged by its own 
implementation, sometimes by the lack thereof. Sometimes old narratives become re-actualized, sometimes they are 
forgotten. 
1. 1989 - 1994
When I started studying architecture in 1989, 
postmodernism was the governing style in ar-
chitecture. Postmodernism had anchored itself 
in the built environment and its formal style-
figures were promoted by some teachers. For 
me, this narrative had missed its intention to 
reconnect with history. It often presented itself 
as a conservative, formal style that only drew on 
sources inside architecture. On top of that, I 
considered its narrative to be responsible for 
the ugliness and the failure of the contemporary 
architecture of that time.
At the same time many practitioners were look-
ing for an alternative postmodernism, another 
response to modernism. Deconstructivism (e.g. 
Eisenman, Tschumi, Gehry, Libeskind) was 
proposing an architecture that came closer to 
the philosophical interpretation of postmodern-
ism. High-tech or late modernism (e.g. Foster, 
Rogers and Piano) proposed an updated ver-
sion of modernism by applying the modernist 
approach to technological aspects. Critical 
regionalism (e.g. Tadao Ando) incorporated 
more regional aspects into the universal inten-
tions of modernism. Dutch high modernism (e.g. 
Koolhaas, Neutelings) was embarking on what 
later turned out to be a very successful journey 
of transposing the parametric approach of 
modernism to new infrastructural or constructive 
opportunities, combining them with the formal 
freedom of postmodernism. In Belgium, neo-
modernism (e.g. Beel), a dry, minimalist version 
of modernism, was developing. All these alter-
natives for postmodern architecture seemed to 
possess elements that attracted me much more 
than postmodernism itself.  
The postmodern approach departs from a pre-
conceived image, often originating from a his-
torical typology or shape, that is subsequently 
translated into a plausible realization. The ap-
proach of, for example high-tech architecture 
and Dutch high modernism, does this the other 
way around: it departs from understanding how 
a seemingly relevant topic is structured as a 
way to consider how one can create a poetic 
image with this.  
This analytic approach is expanded to other 
aspects pertaining to the field of architecture by 
the work of Rem Koolhaas and the Office for 
Metropolitan Architecture (OMA). Their work 
and especially Koolhaas’ writings and lectures 
show the potential of this analytic approach. 
Engaging any situation by taking a stance as 
neutral (naive, opportunistic) as is possible, 
fresh conclusions can be reached. The self-
evidence with which provoking concepts are 
brought forward is appealing. In a sense, infor-
mation and rhetoric, gained from analysis, are 
used as a legitimation for architecture, making 
seemingly unacceptable propositions accept-
able and replacing questions about style ele-
ments and aesthetics by pertinence and poten-
tial. 
I recognize a similar rejection of symbolism and 
adherence to basic modernist principles in my 
first architectural works. I will now look at five 
selected projects from this period that further 
investigate how I related to this context in more 
detail and sketch a lens, – a conceptual frame-
work of heuristic devices drawn from these 
works – that reveals how this context influenced 
later works.
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Suprematismus, Kazimir Malevich, 1927.
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preliminary design for Space for Meditation, Arnaud Hendrickx, 1989.
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1.1. SPACE FOR MEDITATION
(1989)
MEDIATOR
The design exercises in the first year placed 
an accent on concepts and how to turn them 
into architecture by expressing them spatially 
in form and matter. To appropriate this ele-
mentary aspect of the means of expression, 
the main challenge addressed in these exer-
cises was trying out different ways of compos-
ing shapes and forms.
The plan for Space for Meditation clearly ex-
presses a concern with composition. The design 
started immediately by using compositional 
tools. Plans and sections were sketched to op-
timize the dimensions and proportions of an 
initial form that intuitively felt promising. At the 
same time, the composition avoids elements 
from the postmodern way of composing by re-
turning to early modernist approaches. Even if I 
was not aware of the explicit similarities at that 
time, the juxtaposition with ‘Suprematismus’ by 
Malevich clearly illustrates that the overall com-
position is inspired by the abstract paintings 
and graphics of Russian constructivists. Their 
work was referenced in many publications on 
deconstructivism. This suggests that, at least for 
this design, I appropriated the compositional 
techniques embodied in the work of these con-
structivists.
The composition of the plan does not use typical 
architectural style elements. Instead, pure geo-
metric forms without any articulation or orna-
ment are applied. The design is not symmetrical 
and has no recognizable building typology. The 
form does not express its function. It has no 
articulated entrance but weaves itself into the 
environment by placing itself on the crossing of 
two paths. This allows different ways to ap-
proach, enter and leave the building. Being 
inside and outside blend. The building has no 
well- defined volume, but is fragmented into 
different independent volumes that are held 
together only by the immaterial frame of a low-
ered garden.
Because of this fragmentation, no clear front or 
back can be discerned. The design is situated 
in the middle of a junkyard and is surrounded by 
a landscape of car wrecks, hiding most of the 
building. The lack of clear formal orientation, 
combined with the fact that the building is 
mostly invisible from a distance, makes eleva-
tions, drawn from any possible side, equally 
important or irrelevant. Two elevations are drawn 
because we were required to do so. I found that 
the sections revealed all the elevations that were 
necessary.
The reluctance to draw façades may seem an 
idiosyncratic detail; nevertheless, I still carry this 
reluctance with me. This evasion can be related 
to the fact that façadism was, and still is, very 
popular in Brussels. When a seemingly interest-
ing old building must be transformed, it is very 
often completely destroyed, except for the fifty-
centimeter-thick vertical slab that defines the 
façade. The new building is inserted behind this 
historical façade. As an architect, interested in 
spatiality, this method of re-using historical 
buildings in a two dimensional way, seems 
completely superficial and driven by no-risk-
taking, conservative economics.
MEDIATOR
Potemkin villages
Potemkin villages is an idiom based on an 
historical myth. According to the myth, 
there were fake settlements purportedly 
erected at the direction of Russian minister 
Grigory Potemkin in order to fool Empress 
Catherine II during her visit to the Crimea 
in 1787. According to this story, Potemkin, 
who led the Crimean military campaign, 
had hollow facades of villages constructed 
along the desolate banks of the Dnieper 
River in order to impress the Empress and 
her entourage with the value of her new 
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conquests, thus enhancing his standing in 
the Empress' eyes.14
Postmodernism in the ’eighties was also very 
concerned with façadism. This obsession with 
the external surface, and especially its front 
side, was amply documented in the Potemkin-
village like masquerade of the Strada Novissima 
exhibition at the Corderie dell’Arsenale at the 
Venice Biennale in 1980. A postmodern street 
was faked by building a decor in a large indus-
trial hall. The street was flanked by twenty differ-
ent façades in wood, plaster and cardboard, all 
designed by a different contemporary architect. 
At that time I was absolutely not ready for so 
much wit, ornament and reference. I did, how-
ever, feel sympathy for Rem Koolhaas’ rudimen-
tary curtain.
MEDIATOR
Strada Novissima, Venice Biennale, Italy, 1980.
Another attitude that inspired me more was Jean 
Nouvel’s radical approach in the transformation 
of the Belfort Municipal Theater of Belfort dating 
from 1984. His intervention consisted mainly of 
slicing away a part of the existing building and 
façade, exposing the building’s interior and the 
rough traces and conflicts created by the cut.
MEDIATOR
Jean Nouvel, Belfort Municipal Theater, 
France, 1984. 15
Of the final design for space of meditation itself 
almost no documents remain. A few blurry im-
ages show that the final project builds further on 
the compositional approach and adds formal, 
material and atmospheric aspects of Tadao 
Ando’s Church of Light. Interpenetrating basic 
geometrical volumes made of visible concrete 
are sharply perforated to create contrasting light 
atmospheres.
Final model of ‘Space for Meditation’ (1989)
 MEDIATOR
Tadao Ando, Church of Light, Ibaraki, Japan, 
1989. 
Another mediator in this final design is the 
crushed cars of César Baldaccini. They trig-
gered the idea to shift the location from the more 
obvious context of a pinewood in the mountains 
to a more loaded context of a junkyard for cars. 
A lowered outdoor garden is defined by a 5x5 
grid of totems consisting of stacked crushed 
cars.
MEDIATOR
César Baldaccini, Crushed car, 1970. 
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14 <http://en.wikipedia.org/wiki/Potemkin_village> viewed 5 July 2012.
15 For more information see <http://www.galinsky.com/buildings/belfort/index.htm> or <http://www.jeannouvel.com/>
Olson, Richard Serra, 1986.
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Pavilion Dedicated to Steel, Arnaud Hendrickx, 1990.
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1.2. PAVILION DEDICATED TO STEEL 
(1990)
MEDIATOR
The design exercises of second and third 
year built further on the path set out in the first 
year. The design studios added ergonomics, 
construction and more complex programs to 
the brief. 
In the second and third year, projects became 
gradually more complex and larger in scale. 
This caused no radical shift, but led to ad-
justments and a more conscious confirmation 
of the path chosen in the first year: concepts 
became less formal or symbolic and more 
directly experiential, composition less graphi-
cal and more directly spatial. The main con-
cerns that speak out of the work are those of 
finding tools to negotiate between solving 
problems and creating spatial experiences, 
on the one hand; and avoiding symbolic 
meanings of forms by focusing on the phe-
nomenology of the spatial experience en-
abled through forms, on the other hand, 
avoiding referential functional and spatial 
typologies by optimizing forms to solve func-
tional and technical problems. 
MEDIATOR
During a school trip we visited Frank Gehry’s, 
brand new design, the Virta Design Museum 
(1989) in Weil am Rhein, Germany. Many of us 
were shocked by the flimsy materialization of 
the complex forms of this building. When one 
knocked on a wall it sounded and felt as a 
temporary film set decor made of gypsum 
panels. This contrasted very hard with some 
other buildings we visited on that trip, like for 
example Le Corbusier’s Ronchamps chapel. 
From then on we mockingly referred to the 
architect of this building as ‘cardboard Ge-
hry’. 
The juxtaposition on the previous spread brings 
analogies to mind that suggest how a minimal 
composition of material, form and structure cre-
ate a layered spatial experience. In the pavilion 
dedicated to a material the elasticity and 
strength of steel are put to work. Two massive 
sheets of Corten steel are pulled together on 
one end while, on the other end, an independent 
structural frame pushes the sheets away from 
each other, bending the sheets. The enormous 
tension that arises in the sheets holds the pavil-
ion together. The curved form, reminiscent of a 
rocking chair, makes the structural expression 
more dramatic. The structure enables the visitor 
to experience the weight of the construction 
when trying to rock it by placing his own weight 
on the balance. When he succeeds, the opening 
perspective, created by the sheets that frame a 
view on the surroundings, moves slightly up and 
down. I imagine that also a loud metal crunch 
would be heard. This project shows how the 
phenomenology of the spatial experience and 
the material, formal, structural and constructive 
aspects can work together.
GLOSSARY
Phenomenological referencing
Phenomenological referencing is a heuristic 
device that captures an interest in referencing 
experiences rather than forms.
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Pavilion Dedicated to Steel, Arnaud Hendrickx, 1990.
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A machine for metropolitan bachelors...
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Impact drawing from Zwemvat (Bath-hub), 1992.
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1.3. ZWEMVAT (BATHHUB)
(1992)
MEDIATOR
The design exercises in the fourth and fifth 
year offered the freedom to shift the negotia-
tion between problem solving and generating 
a spatial experience, which was the central 
issue in the previous years, more towards the 
second agent in the negotiation, generating a 
spatial experience. This is enabled by sce-
nario writing.
On the left side of the previous spread we see a 
drawing from Delirious New York16  by Rem 
Koolhaas. The drawing sketches a possible 
interpretation of the plan of the ninth floor of the 
Downtown Athletic Club. In the locker room next 
to the boxing area and the showers, an oyster 
bar is drawn. The zoning and annotation sug-
gested in this horizontal section through the 
tower enables a scenario of ‘eating oysters with 
boxing gloves, naked, on the ninth floor...’
Juxtaposed with this image, we see a presenta-
tion drawing from the project Zwemvat from 
1992. This drawing was made during a one-
week workshop in the fourth year. We were 
asked to explore an important axis in Brussels 
that passed though the European Quarter. In 
this project, I inverted the process that led to a 
drawing of boxers eating oysters. 
The axis was a busy urban highway, one of the 
main entries to Brussels. The European quarter 
was becoming a sterile office area, discon-
nected from the urban fabric. On the street a 
heterogeneous mix of people, a few original 
inhabitants mixed with Eurocrats and tourists, 
would be strolling next to a constant stream of 
cars entering the city at a high speed. I imag-
ined what it would be like to swim, almost na-
ked, above this constant stream of cars. Swim-
ming from one place to another, clothes in a 
waterproof plastic backpack. Floating above the 
hectic street, the heterogeneous crowd would 
look homogeneous again. 
I designed what I wanted architecture to do, 
written as an experiential scenario. In that sense 
the main presentation drawings only suggest the 
possible impact of an architecture that still has 
to be shaped. Only a few quick sketches of a 
possible way of materializing this were added to 
the final presentation of the project.
GLOSSARY
Scenario Writing
is a heuristic device that captures an interest 
in writing scenarios for possible events that 
might occur, focusing on generating a spatial 
experience rather than solving a program-
matic problem. 
GLOSSARY
Impact Drawing
is a form a scenario writing that focuses on 
the impact that a structure might cause, rather 
than its appearance.
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16 Koolhaas, R 1997, Delirious New York: a retroactive manifesto for Manhattan, The Monacelli Press.
Zwemvat, 1992.
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A vacation house in an Estonian forest.
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SuperSuburban Forest, 1993.
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1.4. SUPERSUBURBAN FOREST
(1993)
On the left side of the previous spread we see a 
picture from a forest in Estonia. Half of Estonia is 
covered with different forests. The Estonians 
seem to have integrated this specific spatial 
situation into their lives without the need of fell-
ing all the trees before building a new construc-
tion. Some villages lie entirely in a wood. Here 
people live, shop, build holiday houses, go to 
church and even bury their dead in the woods. 
On the right side of the previous spread we see 
an exploded view of the SuperSuburban forest 
that serves as a master plan for a part of Sint-
Stevens Woluwe, an urban sprawl of Brussels. 
This project was designed in collaboration with 
Ester Goris, Bart Callens, 1993. In a sense, it is 
a drawing of a design of a small forest that is 
superimposed over an urban sprawl.
Many documents for urban planning are embel-
lished by a wealth trees. Our proposal for this 
urban sprawl pushes this fact to its limits: it con-
sists only of trees. As with most suburban 
sprawls, the site consisted of a very heteroge-
neous tissue where urban, suburban and rural 
fragments collide. Our proposal was to unify the 
fragmented existing layer, by adding one addi-
tional layer: a forest. 
By means of this simple gesture each fragment 
was challenged to react to this new situation, 
creating new potential while the site simultane-
ously becoming structured by this act. The for-
est adds specificity to the existing functions, like 
shopping, working and living become shopping, 
working and living in a forest. It creates triggers 
for new, unconventional functions and ‘cross-
progamming’, like imagining a recreational 
‘sculpture’ park with stuffed animals belonging 
to the wildlife that used to populate the forest 
that covered the site long before its urban de-
velopment. The forest also re-structures the 
sprawl by creating new axes, lanes and vistas.
MEDIATOR
City of the Captive Globe (Koolhaas)
A superimposed forest embodies a uniform 
approach for many different zones that each 
seem to require different solutions. While this 
act of camouflage is clearly unadapted and 
creates friction it paradoxically also creates 
more freedom and design challenges for 
each zone. This reminds me of the City of the 
Captive Globe Project, which Koolhaas pro-
duced with Zoe Zenghelis, which sees a simi-
lar paradox in New York's urban fabric: the 
relentlessly uniform grid paradoxically sup-
ports a multiplicity of functions and desires.
This act of camouflage aimed at enhancing 
potential and freedom by designing a possibly 
conflicting situation, instead of the restrictive 
mode of operation that most urban designs 
embody. Often urban designs restrict, unify and 
limit by a set of regulations that define the shape 
and appearance of the architectural designs 
that would come later. The challenging spatial 
situation should create a new potential for archi-
tecture.
As the proof of the pudding is in the eating, I 
recently asked one of my students, Stijn Jonck-
heere, to design a project of his choice in this 
forest: he chose a parking garage (see images 
on the right).
GLOSSARY
Creating Friction 
Creating friction is a heuristic device that 
captures an interest in the generative poten-
tial of friction. Friction keeps users alert by 
triggering their involvement in appropriating 
the situation.
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A possible parking (by Stijn Jonckheere) in the SuperSuburban Forest 
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The Story of the Pool, Rem Koolhaas, 1977.
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Boathouse, 1993.
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1.5. BOATHOUSE
(1993)
As a first exercise in the design studio of the fifth 
year of my architectural studies at Sint-Lucas we 
were asked to design our own house. As an 
architect, designing your own house entails 
some kind of critical reflection on your position 
in relation to architecture and the context in 
which it acts; a house as some form of implicit 
manifesto. My answer to this question was mo-
bile, water-driven machinery. It consisted of a 
container of clear water that could float freely 
around in the dirty water of rivers. Distancing 
myself from a specific site and adopting a me-
chanical approach expressed an attempt to 
escape from provinciality and compositional, 
formal architecture, referring to the paradoxical 
escape described in Rem Koolhaas’ floating 
pool:
MEDIATOR
Rem Koolhaas
It! is a floating pool; it consists of a!square 
of water floating! everywhere. In the story 
the Russian architects, who designed the 
pool in the 1920s,!discover that by swim-
ming in one!direction, the pool drifts in the 
opposite direction. They use this as a!way 
to escape from Russia. The paradox be-
comes this: to!leave the place they want to 
escape from, they have to swim in its di-
rection. According to me, this is the sym-
bol of! an architecture as pure activi-
ty!that!isn’t!and cannot be defined by mass 
or material.
The general form of the boat could respond to 
different contexts. It could expand or contract, 
by pumping the clear water of the integrated 
pool into different compartments of the hull of 
the boat. It could be transformed from a closed, 
completely internally-oriented environment un-
der the water level, to an open and transparent 
two-storey-high house with working space. The 
internal machinery of the main living space con-
sists of a large open space in which 8 elemen-
tary functional cells hang on rails. The eight cells 
– cooking (x1), sleeping (x2), bathing, washing, 
storage (x3), each 1m wide x 3.2m long x 2.2m 
high – can be displaced, juxtaposed and re-
combined in response to the mood of the day. 
The architectural components or ‘chunks’ could 
be combined or ‘re-coded’ to generate new 
experiences. By doing this, the project wants to 
reduce architecture to its ‘event-related poten-
tial’, becoming a functional machinery that facili-
tates, triggers and is able to react to unantici-
pated events and a temporal mood or state of 
mind through unconventional functional combi-
nations and dynamic spatial configurations. By 
stripping architecture of its preoccupation with 
defining architecture ‘by mass or material’, I 
want it to become ‘architecture as pure activity’. 
MEDIATOR
Served and servant spaces (Louis Kahn)
Many of Louis Kahn's designs are concerned 
with a strong formal distinction between 
served spaces and servant spaces.
This project underlines a typical and recurring 
architectural tension between the specific and 
generic character of a spatial configuration. 
Functionally articulated spaces answer a very 
specific programmatic use: they are harder to 
reprogram. Functionally generic spaces are 
unable to answer to a very specific program-
matic use but are easily reprogrammed. The 
design addressed this question by a personal 
exploration of Louis Kahn’s concern to create 
strong formal distinctions between served 
spaces and servant spaces. I was not looking 
for a general balanced compromise for all 
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spaces, but for a confrontation of the both poles 
by means of conceiving different kinds of 
spaces: the eight cells were highly specific, 
made to measure, responding to a defined func-
tionality while the other spaces were merely a 
void, functionally as generic as possible, rede-
fined by displacing the specific cells.
GLOSSARY
Diagrammatic architecture
Diagrammatic architecture is a heuristic de-
vice that captures an interest in a space that 
is not yet fully defined and is able to dynami-
cally react to the activities that happen in it. 
Specifically generic
‘Specifically generic’ expresses an interest in 
a specific form of diagrammatic architecture 
where the architectural tension between spe-
cific and generic spaces is articulated to 
allow a more dynamic use of the generic.
Boathouse, cross sections
Boathouse, suspended sleeping cell
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2. SIX TOOLS
2.1. REPRESENTING
CONSTRUCTING THE FUTURE
Because of the projective, future-oriented nature 
of design, it seems evident to state that all 
documents that an architect produces to project 
a conceived reality into the future, do not repre-
sent but construct a reality that is yet to come (It 
is a tangible object, in that sense it is actual by 
looking at it, but it is also virtual). This conceived 
reality is not yet materialized and virtual. It might 
or might not be materialized in the future. But it 
is also clear that a document is made with an 
intention to map aspects from a conceived real-
ity to its possible realization or actualization. So, 
considered that way, these documents do rep-
resent something: they are logical pictures17 that 
represent analogies. 
A logical picture represents an aspect of some-
thing by being analogous with it. For example, to 
understand a section is to appreciate the anal-
ogy between syntax, the lines, shapes and their 
conventions in the drawing, and meaning, the 
space or spatial experience embodied in them. 
In that sense, the former functions as a repre-
sentative or logical picture of the latter. By draw-
ing a detailed section, an architect has the in-
tention to be as precise as possible about how 
the envisioned reality might be actualized. 
Our power of discovering analogies enables us 
to see logical form in things which may be en-
tirely discrepant to content. So a logical picture 
may also look very different from the thing it 
stands for. In that sense, a document may be 
analogous to the conceived reality it projects in 
many different ways and may focus on different 
aspects. I want to draw a distinction between 
two specific types of logical pictures that are 
relevant for better understanding my practice: 
the compositional logical picture and the dia-
grammatic logical picture.
The compositional logical picture closely re-
sembles the actual shape or form of the reality 
the architect envisions. It shares many similari-
ties with natural or realistic pictures. It repre-
sents explicit formal relations with the conceived 
space. It is a scaled representation of the form 
of an envisioned space, which respects dimen-
sions, proportions, relative positions. It focuses 
on the composition of the physical components 
that shape architecture. It illustrates how the 
material presence that defines a space will look. 
The elevation of a façade is often the most ex-
treme example of a compositional drawing, 
since it only reveals the composition of the ex-
ternal surface.
The diagrammatic logical picture does not need 
to resemble the actual shape or form of the 
reality the architect envisions. Its analogies are 
less literal but more metaphorical. It maps forces 
and intensities. It explores and defines a space 
of possibilities. It is a topological representation 
of a potential that an envisioned space enables. 
It illustrates how the material presence that de-
fines a space might affect us, what it might do. 
A very widely spread, but often wrongly imple-
mented diagrammatic logical picture is the func-
tional organigram. Another widely spread ex-
ample – though of a different nature because it 
does not resemble what we commonly under-
stand as a diagram – is the atmospheric draw-
ing. This drawing does not necessarily resemble 
an envisioned reality, but manipulates, selects 
and transforms the virtual reality of the con-
ceived space to highlight an envisioned impact 
of the design. In that sense it also maps – now in 
a figurative way – relations between activities, 
forces and intensities.
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17  Langer, SK 1967, ‘The study of forms’, in An introduction to symbolic logic, 3rd ed., Dover Publications, New York, pp. 21-
44. In A provisional theory of non-sites, Robert Smithson shows how this theory of analogy and logical form is literally 
used as an instrument to generate a series of very influential works called Non-sites.
In a sense the compositional approach is more 
concrete, while the diagrammatic is more ab-
stract. The first is more directly concerned with 
the actualization of a conceived space, while the 
second resists or postpones a direct formaliza-
tion and feeds a space of possibilities, suggest-
ing different possible actualizations.
2.2. REFERENCING
REPEATING THE PAST
Envisioning a future reality builds on projecting 
memories of things we know in another context. 
We cannot have an architectural idea without 
having knowledge of architectural means of 
expression. We cannot anticipate or simulate 
experiences without having memories from at 
least vaguely similar experiences. We cannot 
consciously consider creating something ‘new’ 
without the notion of ‘old’. It is precisely in the 
difference with the old that we find the proper-
ties that make the new, new. This does not mean 
that the past holds the answer to every chal-
lenge we might encounter in the future, but sim-
ply that for envisioning a future we mimic, re-
code, recombine and mutate experiences 
gained by actions in the past. So in a sense we 
refer to our embodied experiences, to envision 
possible futures that make sense to us. Conceiv-
ing space without knowledge of our being in the 
world would result in a design that is incompre-
hensible and senseless. In that sense all archi-
tectural designs are conceived in a more or less 
explicit or implicit referential way. 
Of course referencing can repeat the past in 
many different ways. The nature of the analogy 
between the referenced and its implementation 
is variable: the similarities can be literal or 
metaphorical, formal or conceptual, taxonomic 
or generative, explicit or implicit, direct or indi-
rect, etc. Out of this vast field of possible ways 
of repeating the past by appropriating it, I will 
draw two exemplary modes that are relevant for 
better understanding my practice: formal and 
phenomenological referencing. 
In formal referencing, as the name implies, we 
refer to (or appropriate) something by conceiv-
ing something new that has similar formal prop-
erties. We observe how the referenced presents 
itself and mimic its appearance, apply its pro-
portions, imitate its patterns or appropriate its 
ornaments, in a literal or compositional way. In 
that sense it is compatible with the design tool 
provided by the compositional logical picture. 
This form of referencing entails a risk of reduc-
ing the generative potential that referencing 
embodies and might lead to fixed typologies. As 
a response to this, one could argue that these 
fixed typologies have proven themselves by 
being successful in the past and may already 
embody a wide range of optimizations on many 
levels. These types, optimized by history, can 
then be used as building blocks, avoiding the 
reinvention of the wheel. To take an example 
from the field of music, it is no coincidence that 
the violin has become a very popular instrument: 
because of its close similarities with the voice, 
we are all moved by its expressive capacity. 
This form of referencing can also be used sym-
bolically. When we recognize a form that recog-
nition is charged with the associations we made 
with this form when we experienced it before.
In phenomenological referencing, as the name 
implies, we refer to (or appropriate) something 
by conceiving something new that has similar 
phenomenological effect. We observe how the 
referenced generates experiences and mimic its 
effect, apply its method dealing with atmos-
pheric parameters, transpose the causes that 
shaped its form to a new context or appropriate 
its heuristic devices. We refer in a more meta-
phorical, diagrammatic way. In that sense it is 
compatible with the design tool provided by the 
diagrammatic logical picture.
This form of referencing is flexible in generating 
new answers to new challenges. A phenome-
nological experience is inherently connected to 
a specific place where it takes place. While the 
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experience itself cannot be delocalized or gen-
eralized, the heuristic device behind its function-
ing might reveal parameters that can be. In that 
sense, the specificity of a phenomenon here 
and now might reveal a side that is more gen-
eral and can be transposed to other contexts. 
Qualia–individual instances of subjective, con-
scious experience like experiencing the redness 
of something red–are transposable in a design-
erly way. We can think of many phenomena, like 
experiencing filtered sunlight in a forest or the 
sound of walking on a squeaking wooden floor, 
that take place in a very specific context, to 
inspire the enabling of at least vaguely similar 
experiences to take place in a different very 
specific context.
While the source for formal referencing seems to 
limit itself mainly to architecture, or at best 
closely related disciplines, phenomenological 
referencing allows referring to all kinds of expe-
riences originating from many possible sources 
inside or outside the field of architecture. 
The postmodern conception of buildings seems 
to rely heavily on formal referencing. By imitating 
historical models or their geometric abstrac-
tions, these buildings claimed a space for sym-
bolism and wit and for more human forms by 
reusing recognizable and familiar typologies of 
function (the museum, church, or house) and 
form (the pyramid, atrium, or basilica). However, 
such an approach seems to completely miss the 
generative potential of referencing. 
The modern conception of buildings seems to 
rely heavily on phenomenological referencing. I 
understand that this statement might sound 
strange to some. The credo ‘form follows func-
tion’ has indeed framed our contemporary per-
ception of modernist buildings mainly as a ma-
chine that serves functional needs. A referential 
approach called analytical or parametric refer-
encing seems more appropriate in this light. 
However, visiting any one of the typical modern-
ist works shows an approach that is in the first 
place experiential and where functionality can 
be seen as only one of a number of fields to 
which this approach is applied. Someone who 
has only heard or read about the buildings of Le 
Corbusier will be amazed how not-white and 
not-dematerialized they are but, on the contrary, 
how very tactile they are. The Raumplan and the 
Promenade Architectural are essentially concep-
tual devices for creating a spatial experience. 
The positivist need for rationality pushed this 
movement into a more analytical modus, formal-
izing the approach as a style that became an 
efficient model-to-copy, formally referenced by 
other architects. This pushed modernism away 
from its experiential intentions.
This formalization is probably not only caused 
by external factors but is also due to how mod-
ernist manifestos were formulated. For example, 
Le Corbusier’s structural Dom-ino of 1914 or 
Hannes Meyer’s The Plan calculates itself from 
the following factors of 1930, presenting an 
infinitely variable generative method based on 
factors made newly visible. But, by limiting the 
parameters and prescribing how to deal with 
them, they declared them, in a sense, typical. 
This reduced their versatility, and the risk of a 
different but still fixed typology arises. 
The approach of, for example, Dutch high mod-
ernism or structural expression, showed that a 
variable generative approach based on parame-
ters, similar to the modernist approach, could be 
applied to many other factors, making it less 
prone to fixed typologies. The work of phe-
nomenological architects, for example Peter 
Zumthor, seems to have brought the risk of over-
stressing the rational and analytical that this 
method enables into balance with the experien-
tial and poetical potential of architecture.
2.3. USING
PROGRAM FRAGMENTS INTO EVENTS
The two previous points on representing and 
referencing, framed four, out of many, design 
approaches. They come in two pairs that could 
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be summarized by – at least from a formal point 
of view – a literal and a metaphorical method. 
Where compositional pictures and formal refer-
ences operate on a more literal or concrete 
level, diagrammatic pictures and phenomenol-
ogical referencing operate on a more meta-
phorical or open-ended level. The same distinc-
tion could be made to another important aspect 
of architecture: its use.
A brief for a project is often a list of functional 
expectations formulated in the form of known 
programmatic components (a house with three 
bedrooms, a bathroom, and so on). Each of 
these components is in a sense abstract, a gen-
eralized type of a space. Since the optimal, 
minimal conditions for, let us say, a bedroom are 
well defined in ergonomics, comfort and com-
positions, they are useful tools to efficiently 
structure our thinking on how to conceive and 
organize usable space. 
MEDIATOR
Events (Bernard Tschumi)
Tschumi sees architecture as objects in 
space. The event is the glue that unifies ob-
jects and space to one experience. No fixed 
relationship exists between objects, architec-
tural form and the events that take place 
within it.
Architecture is not simply about space and 
form, but also about event, action, and 
what happens in space.18
[W]e should remember ... that there is no 
architecture without everyday life, move-
ment, and action; and that it is the most 
dynamic aspects of their disjunctions that 
suggest a new definition of architecture.19
He also refers to Foucault’s inspiring notion of 
the event: 
For Foucault, an event is not simply a logi-
cal sequence of words of actions but 
rather ‘the moment of erosion, collapse 
questioning, or problematization of the 
very assumptions of the setting within 
which a drama may take place – occasion-
ing the chance or possibility of another, 
different setting.’ The event is seen here as 
a turning point.
On the other hand, when we use a space and 
turn it into lived space, we do not really care 
about programs and how they are intended to 
be used. We react on the immediate possibilities 
of the space that we use. For example, while a 
kitchen might be for cooking, it is also – if its 
spatial configuration enables it – about sneaky 
late-night snacking, keeping track of family 
members via the agenda on the fridge or provid-
ing a place were less extroverted people meet if 
we organize a party, just to name a few. In that 
sense a program is a more abstract, open-
ended intermediate level. In our concrete use of 
space the program fragments into a series of 
actions and activities. We appropriate our envi-
ronment through these actions and activities. 
These acts of appropriation can be thought of 
as specific events that challenge the action 
potential our environment affords. These events 
interact with the spatial conditions at hand and 
might be enhanced, hindered or triggered by it. 
It is precisely in the event that the user connects 
with the physical object of architecture. Based 
on whether these events were considered dur-
ing the conception of this physical composition 
or not, we can draw a distinction between an-
ticipated or unanticipated events.
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19  Tschumi, B 1996, ‘Introduction’, in Architecture and disjunction, MIT Press, Cambridge, Massachusetts, p. 23.
The spatial distribution of some events that took place in my apartment while writing a text on using space. (2012)
MEDIATOR
Body without organs (Deleuze and Guattari)
every ‘actual’ body has (or expresses) a 
set of traits, habits, movements, affects, 
etc. But every ‘actual’ body also has a 
‘virtual’ dimension, a vast reservoir of po-
tential traits, connections, affects, move-
ments, etc. (a phase space). This collec-
tion of potentials is what Deleuze calls the 
BwO.20
As a self-referential test-case, I mapped my 
activities in my apartment while I was writing this 
text. Since I have no programmatic defined 
space for writing texts, I chose my office as the 
closest match. But through this mapping we can 
see that events happen all over the place. It 
seems that the terrace and kitchen are places to 
think, enhanced by overlooking the city while 
smoking in the first case and by eating and 
drinking in the second. The bathroom and toilet 
are introverted places, ideal for reading and 
revising texts. Mapping only a few hours of ‘writ-
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20   ‘Body without organs’, viewed 14 July 2012,  <http://en.wikipedia.org/wiki/Body_without_organs>
ing a text on unadapted spaces’ shows that this 
activity cannot be confined to one type of space 
but is distributed all around the apartment. 
For a designer, who conceives a space, it is 
impossible to anticipate all the events related to 
all possible activities, even if we only consider 
the more mundane among them. For a user, who 
perceives a space, writing a text – just as any 
other activity or habit – seems a way to appro-
priate one’s house and discover new action-
potentials in it. 
In what is said before, a distinction is being 
made between two ways of thinking about use: 
thinking through general functional components 
(programs) or thinking through singular experi-
ential activities (events). Evidently, like with any 
of the concepts relating to representing and 
referencing formulated before, these two differ-
ent approaches are not mutually exclusive. They 
can both serve the same cause and both have 
qualities and limitations. Thinking through pro-
grams is more efficient, while thinking through 
events is more effective. The first is useful to 
generate an overview while the second is useful, 
figuratively and literally, to draw you inside the 
virtual space of a design. Programs seem to be 
better at solving problems while events seem to 
be better at generating action-potential. Re-
sponding to generalized programs can lead to 
uncritical replication of models-to-be-copied of 
fixed functional typologies while responding to 
singular events can lead to rigid over-
specification.
Another distinction in thinking about use, which 
is made before, further fragments thinking 
through events into two types of events: antici-
pated and unanticipated. This distinction is not 
drawn for quantitatively reducing the number of 
unanticipated events and thereby making a 
better-functioning or more flexible whole by 
turning unanticipated into anticipated events. 
Clearly an infinite number of anticipated or un-
anticipated events ‘might’ occur and it would be 
senseless to reduce an infinite number with 
anything less than another infinite number and 
mathematically even that subtraction does not 
make sense. I find the distinction is relevant 
because it raises my awareness that lived archi-
tecture is to an important extent always some-
how unprepared, or unadapted. Architecture 
may (most of the time only temporarily) flaw-
lessly answer briefs formulated in generic pro-
grams, but it can never anticipate all the possi-
ble events a lived-space entails. 
Another side effect of this distinction is that it 
raises the question, ‘Who or what is anticipating 
events?’ Are events anticipated in the brief, in 
the informal communication with a client, by the 
intentions of the designer, by the spatial configu-
ration…?. I will get back to this question in more 
detail in the part on the work of RAUW, working 
with constraints. 
When something tangible or experiential is 
placed in the world, it might influence actions 
performed by someone who is confronted with 
it. While a heavy stone might afford21  throwing 
for an adult, it doesn’t afford the same for an 
infant. The action potential of an architectural 
space, or any environment for that matter, is 
defined by the one who perceives it. To some 
extent this potential might arise independently 
from what the conceiver might have intended. In 
that sense the user, by apperceiving it,22  turns a 
space into a lived space to actualize the action-
potential that architecture affords in a specific 
way. We could say that the apperceiver reduces 
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21 See also:  Gibson, JJ 1977, ‘The theory of affordances’, in R Shaw & J Bransford (eds), Perceiving, acting, and knowing.
22  Apperception: in psychology, apperception is "the process by which new experience is assimilated to and transformed 
by the residuum of past experience of an individual to form a new whole." See also the concept of equilibration and prise 
de concience in Jean Piaget’s theory or appropriation in Walter Benjamin’s seminal paper from 1936, ‘The work of art in 
the age of mechanical reproduction’.
the potential of architecture. The infinite amount 
of possible virtual events, anticipated or not in 
the conception of a space, is reduced to affor-
dances for actual events, based on properties of 
the apperceiver. In this sense the physical pres-
ence of a space ‘in itself’ is nothing actual, but, 
rather, the pure virtuality of infinite possibilities 
that are or might be actualized in a multitude of 
ways. On the other hand, the ‘apperceiver’ ex-
pands the potential of architecture. He inscribes 
what he experiences into the intricate network of 
memories and anticipations, which can develop 
new potential, etc. In that sense architecture in 
never fully actualized by itself. Without an ‘ap-
perceiver’ it would not make sense, would be 
dead matter. 
Every event that takes place in a space 
changes our relation with this space. It changes 
the embodied memories and influences the 
mental model we have of it. Conflicts and other 
unanticipated events seem to enlarge the space 
for appropriation. We might respond to unantici-
pated events of conflicts in different ways to find 
a new equilibrium: we accommodate our mental 
model or we accommodate our behavior or the 
environment itself. The first means that we inte-
grate the unanticipated event in the action po-
tential of the space, the second that we might 
adapt the action potential of the space by condi-
tioning our behavior or influencing the spatial 
conditions. Off course many nuances between 
these options are possible, but in any case our 
mental model of a space changes and we need 
to perform an act of appropriation.
Accepting the inherently unadapted nature of 
architecture embodied in the distinction be-
tween anticipated and unanticipated events, 
reminds me to look for ways to enlarge the 
space for appropriation. For example, conflicts 
or unconventional functional combinations23 
keep us alert and trigger new events that con-
stantly change our model or mental map of a 
space, keeping the process of appropriation 
more consciously in motion. Analogous to how 
diagrammatic pictures postpone form, I like to 
concern myself with a diagrammatic architec-
ture or one not yet fully formed or adapted, that 
postpones actualization as long as possible. I 
would describe this as a search for unadapted 
space, aiming for an environment that is never 
fully adapted, because it enlarges the space for 
appropriation.
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3. REFRAMING THE EVIDENCE
If we look at the five student projects described 
before, though the different lenses of composi-
tional and diagrammatic pictures, formal and 
phenomenological referencing, program and 
events, and unadapted space, we see a clear 
shift revealing itself. 
A SPACE FOR MEDITATION (1989)
A COMPOSITIONAL APPROACH
- Compositional pictures (e.g. plan, section)
- Formal referencing (e.g. Malevich, Ando, 
Baldaccini...)
- Adapted space 
A PAVILION DEDICATED TO STEEL (1990)
A COMPOSITIONAL / PHENOMENOLOGICAL APPROACH
- Compositional pictures (plan, section)
- Phenomenological referencing (Serra...)
- Adapted space
ZWEMVAT (1992)
A PHENOMENOLOGICAL / DIAGRAMMATIC APPROACH 
- Diagrammatic pictures (‘impact drawing’ and 
‘scenario writing’ on an experiential level)
- Phenomenological referencing
- Unadapted space (enabling unconventional 
combination of events)
SUPERSUBURBAN FOREST (1993)
A PROGRAMMATIC / DIAGRAMMATIC APPROACH
- Diagrammatic pictures (‘impact drawing’ and 
‘scenario writing’ on a functional level)
- Phenomenological referencing
- Unadapted space (potential for unanticipated 
events through designing conflicts)
BOATHOUSE (1993)
UNADAPTED (OR DIAGRAMMATIC) SPACE
- Diagrammatic pictures (‘scenario writing’ on 
an experiential, functional and constructive 
level)
- Phenomenological referencing 
- Unadapted space (potential for unanticipated 
events through designing conflicts, enabling 
unconventional combination of events)
The different shifts that come forward in this 
overview can be summarized as: a shift from 
being concerned with what architecture is, how 
it is shaped, towards being more concerned 
with what architecture does, how it affects us. A 
shift from shaping matter to shaping activities. 
This shift correlates with a gradually increasing 
‘de-materialized’ architecture and is identified in 
how five designs made between 1989-1994 deal 
with representation, referencing and functional-
ity:
Representation shifts from mostly using compo-
sitional pictures toward using more diagram-
matic pictures (to postpone compositional shap-
ing).
Referencing shifts from mostly using formal 
references to using more phenomenological 
references (to better anticipate how the con-
ceived sensory aggregate might affect us).
Functionality shifts from creating an ‘adapted 
space’ by means of a problem-solving oriented 
approach enabled by thinking in programmatic 
components towards creating an ‘un-adapted 
space’ by means of action-potential oriented 
approach enabled by thinking in events.
This is clearly a paradigm shift: I entered school 
with a clear view of what architecture was. 
Studying architecture was learning how to give 
form to architectural elements. Learning how to 
make beautiful buildings that answer correctly to 
the functionality that is expected of them. Learn-
ing the rules of composition, structure and ergo-
nomics, by focusing on the matter and physical 
architectural elements by which architecture is 
substantiated. 
Gradually my attention shifted towards the po-
tential impact of this matter, the experience it 
embodies, from the walls themselves to the 
virtual space of the potential between them. This 
shift redefines the role of the matter and ele-
ments by which architecture is substantiated, 
from the central point of interest, to a tool, a 
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medium, to explore another subject: architec-
ture.
In the processes that drove this shift, I identify 
three heuristic devices that enable a specific 
way of dealing with architecture. Naming and 
describing these devices constitutes a concep-
tual diagrammatic framework that captures a 
generalized model of functioning. They are not 
descriptive but operational devices that create a 
potential for new actions and open up a new 
space of possibilities. The three heuristic de-
vices suggest a form of resistance toward fixed 
typologies of form and function: 
GLOSSARY
Diagrammatic Distancing
is a heuristic device that postpones composi-
tion via diagrammatic thinking embodied in 
diagrammatic logical pictures. 
Scenario Writing
is a specific form of diagrammatic distancing 
that proved to be useful in triggering phe-
nomenological referencing and thinking in 
events.
Impact Drawing
is a form of scenario writing that focuses on 
the impact of a structure rather than its ap-
pearance.
GLOSSARY
Phenomenological Referencing
is a heuristic device that captures an interest 
in referencing experiences rather than forms.
GLOSSARY 
Unadapted Space
is a heuristic device that captures an interest 
in creating an environment that is never fully 
adapted, triggering unanticipated events and 
as such postponing actualization and leaving 
space for appropriation.
Creating Friction 
is a heuristic device that captures an interest 
in the generative potential of friction. Friction 
keeps users alert by triggering their involve-
ment in appropriating the situation.
Diagrammatic Architecture
is a heuristic device that captures an interest 
in a space that is not yet fully defined and is 
able to dynamically react to the activities that 
happen in it. 
Specifically Generic
is a specific form of diagrammatic architec-
ture where the architectural tension between 
specific and generic spaces is articulated to 
allow a more dynamic use of the generic.
The next part, called Building a Practice, will 
describe how these heuristic devices are im-
plemented and transformed in the work of 
RAUW.
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In RAUW, we consider architecture a place for 
active exploration, a spatial scenario for the 
unfolding of space. We design space so that it 
does not stand or fall by the way it is detailed or 
appropriated and we are aware of the fact that 
an interesting spatial scenario outlives its origi-
nal use. 
Arnaud Hendrickx, 2007.
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III. BUILDING A PRACTICE
BECOMING A BUILDING ARCHITECT
๏ YOU ARE HEREINTRODUCTION TO PART TWO
ʻBuilding a Practice  ʼ is the second of a three-part 
catalogue, that explores how engaging with 
architecture in a specific environment has 
shaped my personal relation with the medium of 
architecture. This second part mainly focuses on 
the works that enabled me to become a building 
architect in the professional environment of 
RAUW from 1998 to 2007. 
This part sketches RAUW’s practice in five sec-
tions. The first section states the aims or RAUW 
embodied in the name we gave our office; the 
second connects these aims with the previous 
part ʻEvasive Actionʼ; the third documents how 
we implemented these aims in our first realized 
project; the fourth reflects on how these aims 
worked in conjunction with the specific media-
tors we were confronted with in realizing these 
projects, and the fifth and final section called 
‘more R.A.W. than RAW  ʼ concludes this part 
where a shift in the practice of RAUW is identi-
fied. Correcting this shift is the main instigator of 
ʻArt as Vacancy  ʼ and its five exhibitions de-
scribed in part three of this catalogue ʻmore 
RAW than R.A.W.ʼ
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1. RAW VS R.A.W.
DOUBLE-BARRELED AIMS
RAUW (RAW) is the Dutch word for ʻraw, crude 
or uncookedʼ, while at the same time RAUW 
(RAW) is also an acronym that stands for the 
Dutch phrase ʻRealisatie van Al Uw Wensenʼ 
which translates as ʻRealization of All your 
Wishesʼ.  The name was chosen to be a con-
stant reminder of the task that lay ahead of us 
when we founded the office. To respond to a 
duality, a short-term and a long-term view, a 
problem-solving and an explorative approach, a 
smooth, rational, politically correct side and a 
rough, ‘uncooked’ spontaneous side... This ten-
sion suggests issues or tasks that we imposed 
on ourselves, in a sense stating ʻour wishesʼ:
Firstly, this double-barreled aim of RAUW indi-
cates a space in which we want our architecture 
to perform, between crude, unadapted and 
subjective on one pole and cooked, functional 
and objective on the other. This space gener-
ates a whole list of opposing forces that have to 
be reconciled: experiential sequences and func-
tional expectations, architectural discourse and 
serving attitude, open ended potential and con-
crete solutions, interactivity and defined use, 
informal unanticipated (ab)use and pro-
grammed anticipated use, wishes and needs, 
conceptual meaning and physical space, adap-
tiveness and durability, expressive forms and 
constructive logic, immediacy and slowness, 
autonomy and heteronomy, effectiveness and 
efficiency ... 
AIM1: Operate in the space between opposing 
forces. 
Secondly, the term ʻrealization  ʼplaces an accent 
on the fact that we are interested in the realiza-
tion, construction and building of material arti-
facts. We see constructing artifacts as a form of 
presenting experiential evidence of architectural 
concepts on a real-life scale. The main focus of 
the practice is not developing or representing 
concepts, but the direct approach of presenting 
concepts in a performative way. Placing an 
accent on realization also suggests an interest 
in constructive and structural principles as they 
determine how we will experience the realized 
building.  
AIM 2: Perform on a real life scale (1:1).
Thirdly, the term ʻall your wishes  ʼ touches the 
question of what architecture actually can do for 
a possible client. By exaggerating our ambitions 
to a utopian level, not aiming at addressing 
some but all your wishes, this statement might 
seem naïve or even ironic. On the other hand, 
this exaggeration suggests that architecture can 
do much more than we might expect from it at 
first sight. Besides providing functionality, com-
fort and other matters that can be approached 
by a problem-solving attitude, architecture also 
generates a different space of potentials: it 
might afford unanticipated events and alternate 
uses, trigger reprogramming of spaces, tempt 
us to interact with it, influence our thoughts, host 
our memories or even shape our being in the 
world. By positioning us in the world, architec-
ture functions as a filter that simultaneously re-
duces and expands our engagement in and with 
the world, so ultimately it might help us to be-
come who we are, participating in finding a 
soulmate, being successful or finding happi-
ness. While a project that perfectly realizes all 
these ambitions at once might be utopian, this 
utopia indicates a desirable direction and con-
stantly reminds us to benchmark our proposi-
tions in relation to these ambitions. In this way 
the name helps us to build up a resistance to 
settling for an efficient solution without looking 
for an equally efficient solution that might gener-
ate a more effective architectural potential. 
AIM 3: Construct a more ambitious brief.
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2. RAUW VS EVASIVE ACTION
These three relate to the different ways of repre-
senting, referencing and using space that came 
forward from the reactivation of my student work 
in the part ʻEvasive Actionʼ. For example, 
RAUW’s aim to ʻoperate in the space between 
opposing forces  ʼ seems to connect with the 
distinction I made earlier between thinking in 
programs and thinking in events that lead to 
discerning anticipated and unanticipated events 
and adapted and unadapted space.  
The notions of anticipated and unanticipated 
events revealed a gap between the ʻconceiverʼ 
and the ʻapperceiver  ʼ of a space. The conceiver 
influences the behavior of a user by placing a 
physical object in the world. He often does this 
by anticipating events that might occur. At the 
same time the user, or anyone who apperceives 
that space, might identify different action poten-
tials that this physical object affords and other 
events might occur. He will apperceive the af-
fordances embodied in the physical object dif-
ferently and events unanticipated by the con-
ceiver (or even unanticipated by the apper-
ceiver himself before a specific event took 
place) and expand the anticipated action poten-
tial of a space. 
The fact that identifying affordances depends on 
subjective properties, makes the sentence ‘re-
alization of all your wishes’ interestingly ambigu-
ous: who exactly is wishing and for what? How, 
when and in what form do these wishes sur-
face? RAUW’s aim to ʻconstruct a more ambi-
tious brief  ʼ can be seen as one of the ways of 
searching for a viable construction to bridge the 
gap between the user (when he is apperceiving 
space) and the architect (when he is conceiving 
it).24
The notions of adapted and unadapted space 
revealed an interest in the gap between problem 
solving and conflict design. It is evident to any 
designer that formulating a programmatically 
sound proposal, an answer adapted to the 
needs of his client, is important. Paradoxically, 
by accepting an unadapted quality of a space 
and embracing conflicting and unconventional 
combinations of events, the process of appro-
priation or apperception is kept active, making a 
space possibly more adapted than when merely 
focusing on the problem-solving aspect alone. 
Exploring the viable limits of conflicting and 
unadapted space and reconciling this approach 
with one of problem solving, aiming at offering 
solutions that make an adapted space, seems to 
resonate again with RAUW’s aim to ‘operate in 
the space between opposing forcesʼ.
RAUW’s aim to ʻperform on a real-life scale  ʼ can 
be interpreted as a further developed interest in 
ʻphenomenological referencing  ʼ as described in 
ʻEvasive Actionʼ. The resistance to formal and 
historic references endowed with conceptual wit 
and symbolic meaning shifted the focus to the 
experience of the here-and-now. In that sense, 
the heuristic device of the ʻspatial scenario  ʼ is a 
means to structure space by focusing on the 
phenomenological experience, stripped of any 
form symbolism.
I will now describe our very first realized project 
as an illustration of how we implemented our 
aims.25 
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24 It might seem redundant to underline the obvious: the apperceiver is the one who apperceives and the conceiver is the 
one who conceives. On the other hand, is it important to understand that these are activities and that different activities 
can be performed by the same person. So the concepts of apperceiver and conceiver do not map directly to the con-
cepts of client and architect because both are persons who more or less frequently engage in both activities. When an 
architect is commissioned to conceive a usable construction like a house, the architect is typically the conceiver of this 
structure (based on his own apperception of previous experiences), and the client, who spends the most time interacting 
with the built reality, is typically the apperceiver.
25  For more examples see <www.rauw.org>
3. HOUSE ʻHʼ (2000)
CUSTOMIZING THE ‘BEL-ÉTAGE’
Schematic view house ‘H’.
Casa H is RAUW’s first project. It presented us 
with the first opportunity to test the double-
barreled ambitions concealed in how we named 
our office. We wanted the design to be realized, 
so it clearly had to be adapted to the context, 
the urban regulations, the budget and the brief. 
At the same time it was an opportunity to see 
how unadapted this adaptedness might be. 
Could a house with a similar envelope, program 
and budget to its neighbors contain a com-
pletely different house? Could this house for 
example enable parking your car in the living 
room, on the first floor? Could it provide a direct 
and continuous relation with its garden, while 
preserving enough privacy? Could it create the 
condition to be able to take a bath outside, on 
the second floor, next to a street...?
The building site is a small 30-acre plot in a 
typical suburban allotment with three-storey-
high terraced houses in Grimbergen, a suburb 
of Brussels. It is one of the two-end terraces that 
terminate a small row of five houses. The 
building regulations and the context imposed an 
envelope of a seven-by-ten-meter semi-
detached house, nine meters high, under a 
gabled roof. This fairly standard plot for a small 
house possessed some less standard qualities 
for a plot this close to the city of Brussels. It had 
a slight slope that descended to a small brook. 
The plot was surrounded on its open sides by 
dense clusters of shrubs and trees and, when 
the trees lose their leaves, it offers a wide view 
on a huge farmland, a green buffer, behind the 
brook. While the plot only offers the possibility 
for a small personal garden, its surroundings 
turned it into a very green island, complemented 
by a wide rural view in autumn and winter, when 
looking over the shrubs from the first floor. 
Typical bell-étage typology. 
The popular way of answering this kind of ter-
raced housing is by a contemporary and very 
reduced form of the typical urban ‘bel-étage’ 
house. This means that all the terraced houses 
in the vicinity stack three slabs of equal space 
programmed with different uses: a large garage 
and an entrance on the ground floor, living 
space and kitchen on the first floor, and bed-
rooms and a bathroom on the second floor. The 
space under the gabled roof is either used as 
an additional room or as an attic. The connec-
tion with the garden is made via an external stair 
or via the garage. We found this typology of the 
bel-étage unsuitable to respond to the potential-
ity the site offers. Our proposal customizes this 
typology in order create a building that enables 
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a more intense interaction between interior and 
exterior, site and building, the user and his per-
sonal spatial environment.
RAUW’s version of the bell-étage.
The functional and experiential scenarios for the 
general organization of the house are insepara-
ble. The circulation that provides a gradual shift 
from more public to more intimate spaces is also 
the backbone for the spatial experience of the 
house. Many different spaces, with different 
atmospheric properties and spatial proportions, 
are beaded together by different circulation 
trajectories creating a promenade architecturale. 
The house consists of three clusters of continu-
ous space, each of which can be considered as 
a fragmented and spatially reshuffled loft: a 
living space, a private space for the clients and 
a private space for guests. Because of their 
placement in a gradual shift from public to pri-
vate and their distinct atmospheric and spatial 
configurations, these spaces form almost 
autonomous entities on their own and only four 
doors are used in the whole house.
The living space is situated on the ground floor 
and first floor and mainly consists of a zone for 
cooking and eating, a zone for sitting and eating 
and a zone for office work. The man of the cou-
ple who lives in the house is attached to the car 
he drives. We decided to give the car a central 
place in the house. By lifting up the garage we 
can slide the kitchen underneath it. This enables 
a living space on the ground floor directly con-
nected to the garden. You drive the car into the 
garage via a pair of steel beams functioning as 
a ramp. Because of the evergreen buffer around 
the site, the living spaces on the ground floor 
can be separated from the elements by a com-
pletely glazed facade without losing any privacy, 
enabling the exterior space to continue in the 
interior and vice versa. On the first floor the 
open office space has a wide view over the 
farmland behind the brook.
The private space for the clients consists of a 
sleeping, dressing and bathing area, and a 
separate workout and storage space. It is situ-
ated on the second floor. It is partly organized 
around a secluded patio that indirectly connects 
a workout room and bathroom. The bathroom 
has a glass roof and can be opened to the 
patio, which allows the experience of taking a 
bath outside in all privacy. The private space 
consists of a sleeping and shower space and is 
situated on the 1.5th floor.
The structural concept of this house is devel-
oped together with Eng. Marcel Lavreysen. The 
main principle is a steel frame construction of 
two independent three-storey-high structural 
cores. The volumes that are supported by these 
cores are retracted from the façade and the 
neighboring house by approximately one meter. 
This leaves a space for the circulation to move 
freely between the different volumes. This also 
creates a void that guarantees a greater struc-
tural independency and an acoustic buffer. The 
Corten steel and cedar wood façade is sus-
pended from these central cores. These materi-
als are chosen because of the way they age.
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Functional diagram of house ‘H’
Construction of house ‘H’ 
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4. WORKING WITH 
CONSTRAINTS
4.1. CONSTRUCTING THE BRIEF
TRANSPOSING, EXPANDING, FABRICATING & 
WAIVING WISHES
In my experience in the building of RAUW, a 
typical brief for a house has an often-recurring 
format typified by three sorts of information: a 
programmatic description of the house like a 
house with three bedrooms, some reference 
images from glossy magazines or websites, and 
some very specific elements that the client likes 
like a particular kind of open fire or front door or 
a specific color. The references from the maga-
zines are mostly too expensive and the specific 
elements are too specific and hence irrelevant 
as a starting point for a design. So we are left 
with a generic program as the starting point for 
design. 
During a more informal discussion of the brief, it 
is possible to jump behind the brief and differ-
ent needs are expressed between the lines. 
However, these needs are still mostly formu-
lated in a technical or functional manner: rang-
ing from describing a preference for a specific 
kind of construction or heating system to a well-
defined type of shower head. It is still hard, 
even when working for close friends, to disclose 
the personal rituals or activities that lie behind 
those technical requirements. 
The problem with formulating technical re-
quirements is that they often conceal external 
sociological or culturally defined needs that 
seem necessary or unavoidable and narrow 
down the potential to conceive a truly tailor-
made construction. This does not mean that 
sociological or culturally defined needs are in 
themselves problematic – it is a fundamental 
part of architecture to embrace them. The prob-
lem lies in the fact that they are often experi-
enced as unavoidable, which suggests a static 
or uncritical acceptance of these needs that are 
not absolute, but relative. 
Only a few needs can really be considered as 
‘absolute’ – for example hunger, thirst, etc. But 
even these needs are to some extent culturally 
conditioned. So what we experience as needs 
is to a large extent defined by a temporal con-
text in which we want to position ourselves. 
While we shape technology to answer our need 
for comfort, technology also shapes us. By 
progressively inventing devices that are better 
at answering our needs, our expectations rise 
and our needs for comfort change. What in one 
generation was considered a luxury might de-
fine the needs of the next. Needs are not static, 
but evolve. 
Also the unavoidable character that a need 
seems to express is very relative. It is not diffi-
cult to do a thought experiment that illustrates 
this. I guess we all know a very technologically-
oriented person who chooses to live in a house 
that is more than a hundred years old. The need 
for technological comfort pursued in the choice 
of the smartphone, personal computer, car and 
so on is without any feeling of compromise re-
placed by other priorities in the choice of the 
house. 
In that sense it seems healthier to call these 
needs ‘wishes’. We have some control over our 
wishes and we are free to dispose of them at 
our liking. I consider it the architect’s task to 
break down needs into a potential of personal 
wishes – to put aside the explicitly formulated 
needs and claim a space to explore what im-
plicit wishes might lie behind them. But claiming 
this space seems to confront us with an im-
passe: it suggests that, by temporarily suspend-
ing the brief formulated by the client, a more 
personal, tailor-made construction can be con-
ceived; and also that an architect has a way to 
know more about the client’s wishes than he 
formulates himself in his brief. At the same time, 
an architect can only design based on his per-
sonal being-in-world and by thinking through 
the personal knowledge he possesses of the 
medium of architecture. The only option to 
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bridge this gap is to rely on the intersubjective 
anticipation embodied in a design. By design-
ing as it were for himself, the architect chal-
lenges the client to verify whether a proposed 
design confirms, expands or hinders his pro-
jected use. The client might assimilate the de-
sign so that it fits his wishes (he sees his wishes 
answered), accommodate his wishes so that it 
fits the design (he changes his wishes) or is 
unable to find a fit between the two (he rejects 
the proposal). This places the design in an 
active role of a mediator between client and 
architect as a tool for probing for possible 
wishes. This means that designing is actually a 
means to construct a brief by an active process 
of transposing, expanding, comparing, fabricat-
ing, and waiving wishes. 
GLOSSARY
Constructing the brief
We often accept externally imposed func-
tional and technical needs without being 
aware of them, let alone critically questioning 
them, and we treat these needs as if they are 
unavoidable. A more active process of con-
structing a brief is a part of the architect’s 
task.
4.2. PERFORMING ON 1:1
CONSTRUCTING ROBUSTNESS
 Design spaces so that they do not stand or 
fall by the way they are detailed or appropri-
ated. - RAUW, 2000.
 An interesting built reality outlives its original 
use. - RAUW, 2002.
If one wants to actually realize and build pro-
jects one has to have some idea of durability 
and construction. I like to think of these aspects 
in terms of robustness. Both quotes above refer 
to two forms of robustness in a building: the first 
refers to robustness in the sense of possessing 
tolerance for errors, the second to robustness in 
the sense of durability.
Stating that the spatial experience should domi-
nate the detail and the detail, as its name im-
plies, should be considered as a detail in this 
experience, does not mean that we consider 
them unimportant. For example, RAUW is 
known among our contractors as the office that 
draws too many details. It just means that the 
spatial experience should be robust enough to 
tolerate a badly executed detail, or a problem-
atic color of curtains. In that sense it relates to 
an expression Rem Koolhaas has used on dif-
ferent occasions: no money, no detail.26
Stating that an interesting space outlives its 
original use is clearly a reaction agains the 
tendency to reduce durability to its technical 
component, the longevity of building materials. 
Even if its construction is sound, one has to 
want to transform or re-use a space differently 
because of the qualities it possesses. It actually 
goes even further. Often the spatial qualities of 
a space might even suggest alternate uses. 
For example, one of the means to achieve this 
robustness is to blur the line between the habit-
ual hidden structure and visible finishing. Mar-
cel Lavreysen, a very experienced structural 
engineer, once told me his definitions of ‘engi-
neer’ and ‘architect’: the architect is interested 
in the two layers of paint on the wall, the engi-
neer in what lies between them. I completely 
disagreed and the fact that I disagreed gave 
me an insight into my interests in architecture. In 
RAUW, we see structural thinking as an integral 
part of the building’s expression and we insist 
that structural engineers are already involved 
from the early design phase. This allows a form 
of robustness that articulates the way how the 
spatial scenario interacts and is shaped by the 
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26  In The Architecture of Value Engineering, Aaron Betsky juxtaposes Koolhaas’ expression with Ludwig Mies van der 
Rohe’s ‘God is in the Detail’. Betsky, A 2008, The architecture of value engineering, viewed 20 August 2012, 
<http://aplust.net/permalink.php?atajo=the_architecture_of_value_engineering>
most durable elements of a building: its struc-
ture.
GLOSSARY
Robustness
Design spaces so that they do not stand or 
fall by the way they are detailed or appropri-
ated. Focusing on the spatial experience 
creates a tolerance for badly executed de-
tails, or problematic colors of curtains.
An interesting built reality outlives its original 
use. Focusing on creating spatial qualities 
creates a tolerance for functional usage of a 
space and might even suggest alternate uses 
for it.
Structural Expression
A form of robustness that articulates the way 
how the spatial experience interacts and is 
shaped by the most durable elements of a 
building: its structure.
4.3. FEAR OF FAILURE
WORKING REGULATIONS
So in RAUW realization and construction have 
always played an important role. Nevertheless, I 
seem to have developed a problematic relation-
ship with building architecture. This problematic 
nature has nothing to do with the discipline of 
architecture itself – architecture is a wonderful 
medium – but originates from the context in 
which architecture operates today. An irrational 
fear of failure has driven us towards a search for 
a positivist guarantee for safety, comfort and 
success, resulting in an exponential growth of 
inevitable regulations, administrative processes 
and technical requirements. Paradoxically this 
growth seems to increase the risk for mediocrity 
and doesn’t seem to reduce the actual risk of 
failing projects. It seems that accepting some 
risk of failure is necessary for achieving suc-
cess.
For my practice this meant that what I found to 
be the core activity of our office, namely the 
critical reflection on the materialization of spatial 
scenarios, quickly became a marginal activity. 
Our attention was exhausted by engaging crea-
tively with all kinds of regulations: varying from 
the meta-level of how to avoid paying royalty 
fees for the people who wanted to listen to mu-
sic while working in our office, to a more con-
crete but endless effort to create meaningful 
interpretations of meaningless urban regula-
tions. The issue here is not even whether the 
regulations are relevant or not, but the sheer 
fact that their number and especially their inevi-
table nature, similar to that of gravity, seems to 
steer us towards poverty, immobility and medi-
ocrity. It felt necessary to re-calibrate my prac-
tice to displace the marginalized core activity 
back in the center. This is one of the levels on 
which this PhD helped me to shift my practice in 
a new direction by engaging in projects that 
take less time, space and budget and hence 
allow more room for failure.
5. MORE R.A.W. THAN RAW
Essentially what happened during the years of 
practice is a shift towards the ʻRealization of All 
your Wishesʼ-side of RAW.
The phenomenological referencing is mainly 
replaced by a more analytic approach. In pres-
entations of projects to clients, information has 
almost become a legitimation for architecture. 
Slides gradually build up to the ultimate 
problem-solving proposal while the poetical or 
experiential aspect, that was often the actual 
driving force for shaping the project, was under-
exposed or even omitted.  
The third and last part, ʻMore RAW than 
R.A.W.ʼ, has the intention to shift the work back 
to a more balanced or ambiguous state by fo-
cusing on the RAW side of R.A.W., truly focus-
ing on ʻoperating in the space between opposing 
forcesʼ.
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In ‘Art as Vacancy’ I consider art as a vacancy, 
a holiday away from the constraints of everyday 
practice and a void there to be explored, where 
I can move freely around, unhindered by pro-
fessional prejudice or inhibition. During this 
holiday I ask myself the question: ʻCan expres-
sive mechanisms from the art practice enrich the 
architectural practice (and vice versa)?ʼ
Arnaud Hendrickx, 2008. 
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IV. MORE RAW THAN R.A.W.
BECOMING A REFLECTIVE PRACTITIONER
๏ YOU ARE HEREINTRODUCTION TO PART THREE
ʻMore Raw than R.A.W. ʼ is the third and last part 
of this three-part catalogue that explores how 
engaging with architecture in a specific envi-
ronment has shaped my personal relation with 
the medium of architecture. This part is the main 
body of the text and reflects upon the projects 
made during the PhD and served as the engine 
that propelled it.  
In the first four sections, I describe and reflect 
upon the four collaborative exhibitions ProMo-
tion, Isomosis, Bonus Malus and Perennial. 
Each of these sections starts by typecasting27  
the artist involved in the collaboration, followed 
by a description of the design process and its 
result, and ends with documenting a selection 
of reflective actions triggered by this collabora-
tion.
In section five, I give a summary of the heuristic 
devices I draw from the Art as Vacancy projects 
in the form of a glossary that opens up a field of 
interest and some operational devices that 
could feed future work. 
Section six is an epilogue. Firstly, it summarizes 
the PhD in three steps, to ultimately end up with 
a two-word summary that also constitutes the 
title of this PhD. Secondly, as a form of loop-
back to the practice of RAUW, it gives one 
elaborate example of the impact that Art as 
Vacancy had on how I now understand the 
specifics of my spatial practice. In this specific 
case I will recalibrate and refine the concept of 
the ʻSpatial Scenario  ʼ by looking at it through the 
lens of intensities and intensive thinking. This 
way of thinking about architecture came forward 
during the projects ProMotion and Bonus Malus 
and the reflective actions they triggered.  
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27 In TV, film, and theatre, typecasting is the process by which a particular actor becomes strongly identified with a specific 
character. In Art as Vacancy I used a similar technique to select the artists with whom I wanted to collaborate: reducing 
the artist’s oeuvre to one approach that is relevant for my practice.
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1. PROJECT#1: PROMOTION
Gabriël Lester was invited by Z33 in Hasselt (B) 
to create an exhibition in what they called the 
High Spaces. The exhibition would open on 10 
May 2009. I was in turn invited by Gabriël to 
conceive a spatial scenario for the exhibition. 
This was the first concrete opportunity to en-
gage in a trans-disciplinary collaboration in the 
framework of Art as Vacancy. 
1.1. TYPECASTING GABRIËL LESTER
A MONTAGE OF ATTRACTIONS
MEDIATOR
Gabriël Lester
Gabriël Lester’s work appropriates elements 
of film like lighting, set design, and music as 
devices to structure a spatial mise en scène 
that submerges the spectator in haptic expe-
riences of cinematographic space. Often his 
interest lies in the more rudimentary and out-
moded techniques for creating illusions. He 
strips film of the plotted narrative and singles 
out, compresses and expands cinema-
tographic techniques, giving the observer an 
active role in creating his own montage by 
interacting with the work. 
In his work we become wanderers, intrud-
ers and explorers – characters on a jour-
ney through the very architecture of cin-
ema. Eisenstein would approve.28
He describes it himself as follows:
My films and installations work from the 
inside out. They aim to propose dramatic 
tension and question the role of the spec-
tator. These dramatic propositions are 
either implicitly narrative, explicitly visual or 
both at once.
The choice for collaborating with Gabriël was 
clearly because of his interest in filmic mecha-
nisms that resonated strongly with my architec-
tural practice. It seemed to provide a fertile 
ground to further explore the scenographic ele-
ments of my practice in a different context. 
I had already assisted Gabriël on different occa-
sions and found in his work many connections 
with my approach toward architecture. Where 
usually my task as an architect was designing 
based on concepts and references that he al-
ready developed, the scenography for ProMo-
tion was different. It was developed in a trans-
disciplinary design process that consisted of an 
interactive joint venture that was developed 
together from scratch.
In appendix 1 you can find a description of four 
earlier collaborations in which Gabriël Lester 
asked me to design installations that further 
develop concepts drawn from earlier works.
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28 Rehberg, Vivian. Frieze, Issue 109, September 2007.
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1.2. SITE AS BRIEF
FOCUS ON AN ENVIRONMENT THAT TRIGGERS 
MENTAL INTERACTION
When Gabriël Lester invited me to work on the 
Z33 installation, there was nothing more than a 
location and an opening date, a blank slate with 
no presumed intentions or brief, only the context 
of the space. 
Once a year, since 2008, the house of contem-
porary art in Hasselt, Z33, invites an artist to 
make a spatial installation in béguinage houses 
5 and 6 – also known as the High Spaces. Z33 
considers these two houses as an experimental 
platform for spatial installations where artists are 
encouraged to conceive a new spatial and site-
specific piece. Although their outside fits per-
fectly into a neat row of well-preserved historical 
terraced houses, it turns out to be purely a fa-
çade: once you enter it is raw architecture. 
Years ago, the two floor spaces were trans-
formed into a three-floor archive for the provin-
cial library. When the archive moved and the 
floors were removed again, a high long space 
remained, separated by a perforated partition 
wall that separates both houses. The archeology 
of the different transformations is still very pre-
sent in the spaces. An unusual large number of 
doors, heating fixtures and light switches still 
remain in their original positions relative to floors 
no longer existing. This results in a space that 
suggests that Gordon Matta-Clark had his way 
with it.
Since we had no presumed intentions to direct 
our examining of the space, we started by map-
ping the site with an open mind. This space 
clearly did not resemble a typical white cube; on 
the contrary, this space:
- shows its history through the traces that sug-
gested different prior uses;
- contains patterns of different textures, paint 
colors and dirt;
- is typified by unbalanced proportions that 
suggest direction;
- has an uncontrolled light conditions with 
bright and dark zones; 
- contains an ambiguous boundary: the perfo-
rated partitioning wall between the two houses 
divides them in a sequence of two distinct 
spaces and yet it also connects the houses as 
one continuous space, and has no transpar-
ent circulation or entrance. Many possible 
ways exist to enter and connect to other 
spaces: one door connects directly to the 
public domain, one to the semi-public interior 
court of the béguinage complex and two 
doors to the more private spaces. In total, the 
space contains nine doors. Six are aligned in 
one straight line. From these six aligned 
doors, two doors are positioned at the height 
of the removed first floor and connect to an 
unused space.
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The properties presented by the space itself 
generated the focus of the design process. As a 
reaction to these properties, I proposed a di-
agonal beam though the space. It interacts with 
the spatial properties by: 
- amplifying the virtual horizontal plane sug-
gested by the height and the traces on the 
walls by breaking though it;
- marking the proportions of the space that 
seem to suggest direction by making the 
diagonal span its entire length;
- amplifying the six aligned doors as a monu-
mental enfilade though which the diagonal 
passes
- ignoring the partition wall and by doing so 
connecting the two spaces separated by it;
- reducing the complexity of the spatial organi-
zation by placing the nine doors in some kind 
of hierarchy, and
- matching the exterior materiality of the beam 
with the existing nicely finished doors, while 
contrasting its taut interior with the rough and 
aged materiality of the space. 
Or as Mai Abu ElDahab states in her text on 
ProMotion: 
...what might at first seem like a precise 
placement and choreography is actually a 
construction improvised in dialogue with 
the physicality of the space itself.
By materializing a diagonal line in the space, its 
physical presence becomes a lens through 
which we engage mentally with the context. It 
turns the exhibition space into an environment 
that provides opportunities for mental interac-
tion. It makes the attentive observer more sen-
sible to exploring, reading and understanding 
the site.
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1.3. MOVEMENT AS BRIEF
FOCUS ON AN ENVIRONMENT THAT TRIGGERS 
PHYSICAL INTERACTION
ProMotion was conceived in a very filmic way. 
To experience the exhibition one literally has to 
move through the spaces. Moving through the 
exhibition means participating in a symphony of 
movement that surrounds you.29
As the title of the exhibition literally states, ‘Pro-
Motion’ is pro-motion: it advocates movement. It 
also refers implicitly to gaining promotion, ad-
vancing on the social ladder.
Motion can be addressed in a multitude of 
ways. For example, motion might be captured 
(photography), reconstructed (film) or triggered 
(architecture). It might be imagined, witnessed 
or performed. To some extent, all these aspects 
play a role in the exhibition. 
Film produces a movement image – a real but 
virtual movement – in the spectator’s mind by 
exposing him to a sequence of twenty-four still 
images per second. Besides these mechanics, 
a whole range of cinematographic techniques 
are at a filmmaker’s disposal to enhance the 
illusion and raise the suspension. Gabriël ap-
propriates these filmic means of expression: he 
singles out, compresses and expands the raw 
mechanisms of cinema. While the spectator in 
traditional film undergoes the action, his 
thoughts put in motion by the image on the 
screen, in Gabriël’s work he is more actively 
involved. 
Of course architecture also developed a series 
of mechanisms to address motion. Architectural 
form has expressed motion in a variety of ways, 
from the virtual movement of the baroque illu-
sion, to the actual movement of virtual walking 
cities or actual rotating buildings. My work also 
shows an interest in how a spatial structure 
might trigger movement, actions or interactions 
– or, in Frederick Kiesler’s words, how it func-
tions as an emanating structure.30 
For an architect, being in a situation where no 
brief and no specific preconceptions are formu-
lated is rather exceptional. I somehow had to 
come up with my wishes for this project, con-
struct my own brief. Since I am typecasting 
Gabriël as an artist who appropriates film by 
singling out, compressing and expanding, 
cinematographic techniques, in ‘Art as Va-
cancy’ I displace myself from the center of ar-
chitecture toward a more liminal position in the 
overlap between art and architecture, a seem-
ingly similar position to that of Gabriël towards 
film. I asked myself whether I could (re)appro-
priate architecture by singling out, compressing 
and expanding architectural techniques to trig-
ger movement. In other words, that I could ex-
plore the potential of architectural elements and 
principles in generating an environment that 
triggers physical interaction. 
We found common ground in thinking about 
creating a spatial constellation where the spec-
tator actively participates by creating his own 
‘montage of attractions’. Even if in Art as Va-
cancy no preconceived concepts are imposed, 
it is, considering our interests, also hardly sur-
prising that a concept surfaced: Gabriël’s art 
and my interest in architecture are both deeply 
rooted in scenographic thinking. 
I remember one of the first meetings where we 
talked about the atmosphere and the moody 
light conditions of the space at Z33. Gabriël 
talked about a classical film scene that he found 
inspirational in this context: the headlights of a 
car scanning a highway at night. This scene is 
so powerful that we find it in almost every direc-
tor’s archive. For example in James Cameron’s 
Terminator 2: Judgment Day (1991) and David 
Lynch’s Lost Highway (1997) the scene is even 
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30 See chapter 6.2, ‘Intensive Thinking’, the spatial scenario, in the epilogue of this part of the catalogue. 
used twice in one movie. Identical footage is 
shown in the beginning and at the end of the 
film but its meaning has changed throughout 
the film. The scene builds different narratives is 
different plots, but the intrinsic spatial structure 
of the scene presents in itself suspension and 
plays with expectations. The car lights project a 
volume of light while the road ahead gradually 
reveals itself. We anticipate what might show 
up. If something comes in the light, it has a 
short moment of attention to be left behind soon 
after. What remains is the memory of this short 
encounter. 
MEDIATOR
Lost Highway (David Lynch, 1997)
Two important themes came forward from this 
discussion: we wanted to play with expectations 
and light. A few meetings later I proposed a 
diagonal ramp.
As described before in the ‘site as brief’, the 
diagonal was conceived based on a reading of 
the space. The conclusions of a mapping ex-
tracted from a site, re-injected in the site in the 
form of a sculptural object that confirms, can-
cels out and alters the intensities found in the 
space. But a diagonal ramp also affords walk-
ing on it, a spatial experience of leaving one 
place and going somewhere else.
One of the first things that struck us when we 
visited the site were the nine doors in the space, 
from which six were aligned in a partially inac-
cessible enfilade. The diagonal connects two of 
these unused doors to reinforce the enfilade 
that already existed in the space by making it 
physically traversable. 
By doing this, a room that used to be inacces-
sible because its entrance floated three meters 
above the ground, became accessible. Besides 
the two ‘High Spaces’ of houses 5 and 6, the 
exhibition space now encompassed a third 
space that contrasted strongly with the two 
others: contrasting: it was a small room that was 
nicely finished and had well defined bounda-
ries. The fact that the ramp started in High 
Space 5, traversed High Space 6 and ended in 
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this small room triggered experiential dialec-
tics31  between high and low, rough and clean, 
chaotic and orderly, etc. In contrast with the 
other larger spaces this room felt like a treasure 
room, or maybe the small sanctuary of a large 
temple one has to ascend to.
The differences of intensities of light between 
the existing conditions of the three spaces 
where reinforced to turn traversing the enfilade 
into a sequence of traversing different atmos-
pheric conditions. High Space 5 would be 
bright with natural light, High Space 6 dark, and 
the smaller room would do something with artifi-
cial light that would function as a light at the end 
of the tunnel, another classic film scene.
MEDIATOR
The Trial (Orson Welles, 1962)
When the ramp and its scenography was 
agreed upon, Gabriël conceived three new 
works that reacted to the scenario and the dif-
ferent atmospheric zones.
One of the first things you saw upon entering 
the spaces was a scale model of a historic 
American stunt ramp. A little figurine of a stunt-
man on a bike seemed to be getting ready to 
make the big jump, not knowing where he 
would land. 
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In the dark space a chandelier moved up and 
down, continuously repeating the same slow 
movement, lending the room a certain pathos. 
Viewed from the ramp the constant scanning by 
the moving lights exposed the already stripped 
and deconstructed space. Seeing its details, 
histories and scars exposed, makes exploring 
the space an act of intimate if intrusive witness-
ing (like reading someone’s diary or acciden-
tally walking in on a lovers’ tiff).32 
Walking up the bridge, one entered an unex-
pectedly poetical room, in which a variety of 
small plants and human and other figures had 
been mounted on a conveyor belt. Their moving 
shadows were projected on the surrounding 
walls by spotlights creating a varied cinema-
tographic shadow-play.
You could walk freely into the spaces of ProMo-
tion. The door was open, and there was no at-
tendant in the vicinity to keep an eye on things. 
This was an important factor that contributed to 
experiencing the spatial intervention.
The bridge remained after the exhibition and 
has now become a permanent part of the infra-
structure of the béguinage houses.
Combining all this, the U-shaped beam articu-
lates simplexity:33  it synthesizes a variety of 
ambitions in a simple shape enabling a more 
complex functioning than the simple shape 
would suggest.
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MEDIATOR
Jan Boelen (Director of Z33) and commis-
sioner of the Diagonal and ProMotion.
The cross-disciplinary approach was im-
portant for the realisation/construction of 
the project which included a suspension 
bridge. It was also essential for the mount-
ing of an installation in which every detail 
contributes towards the spectator’s expe-
rience. Apart from architecture and visual 
arts, cinematography played an important 
role. Although there were no video films to 
be seen, ProMotion was conceived in a 
very filmic way.34
1.4. BECAUSE ITʼS THERE
Diagonal, the main spatial element that struc-
tures the scenography of ProMotion, consists of 
the combination of two stairs and a ramp. These 
components are positioned as a spatial inter-
vention that presents itself simultaneously as a 
formal, sculptural composition (there to be ob-
served) and as functional artifact (there to be 
used). This duality shares aspects with a more 
general duality of autonomy and heteronomy 
often discussed in relation to art and architec-
ture.
MEDIATOR
Two Stairs #1, by Arnaud Hendrickx, 2008.
At the beginning of Art as Vacancy, Freek 
Wambacq had also agreed to collaborate on 
the project. Mostly because he quite unex-
pectedly moved to Berlin, the collaboration 
became problematic and besides an elabo-
rate mail correspondence and some loose 
sketches no tangible or spatial end result 
remains. 
I did, however, as a part of the typecasting 
process that I did for every artist, make an 
architectural portrait of him that summarizes 
how I see his work: subtly presenting found 
objects that are themselves conventionally 
serving or supportive or for something else. 
In this way, the objects are stripped of their 
use and become autonomous and poetic 
sculptures that carefully blend in with and 
simultaneously reveal the infrastructure that 
surrounds us.
Two Stairs #1, does exactly this with a two 
precast stairs. 
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Take, as an example, Two Stairs #2 (2009), the 
couple of stairs at the lower end of the ramp 
that enable you to step on the ramp. These 
stairs ironically need each other as a structural 
support. Even isolated from this specific context 
they constitute a composition with sculptural 
qualities that provokes thoughts on sculpture 
and use, autonomy and heteronomy. Two infra-
structural architectural elements are placed 
together to support each other and to be ob-
served as a formal composition. At the same 
time, they form a more or less usable stair.35 
In general one would say that a sculptural com-
position is considered more autonomous, ori-
ented towards its inner environment, with its 
proper logic and structure. A functional struc-
ture that affords some kind of use is considered 
more heteronomous, oriented towards its outer 
environment, the context in which it performs, 
toward its ergonomics and its interactions with 
its possible users. 
Diagonal inverts how this duality is often ap-
proached in architecture. As described in site 
as a brief, when considered as a sculptural 
composition it wants to explore the potential for 
triggering interaction with the observer and the 
context in which it is active. As described in 
movement as a brief, when considered as a 
functional artifact it wants to explore the poten-
tial in how its internal logic and structure may 
expand the way it is used. I have called the 
heuristic device that enables this double ambi-
tion Because itʼs there. 
Because itʼs there has two intended interpreta-
tions. The first is quite literal, referring to a pos-
sible answer to the question, “Why is the work 
shaped as it is?” The answer suggests that the 
project is shaped the way it is, or even exists, 
just because it’s there, in that context, on that 
site – that the work had to be conceived. This 
concept is further elaborated in the chapter 
Framing Space.
MEDIATOR
George Mallory
Mallory is famously quoted as having replied 
to the question, "Why do you want to climb 
Mount Everest?" with the retort, "Because it's 
there."
Secondly, it refers to the famous quote of 
George Mallory. Just as he was drawn to climb 
Mount Everest, simply because it’s there, we are 
drawn to interact and move around by the sce-
nography emanating from the Diagonal. This 
concept is further elaborated in the chapter 
ProMotion.
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state of effectiveness as described in chapter 6.2.2. ‘Intensive Thinking’, four critical states, in the epilogue of this part of 
the catalogue.
GLOSSARY
Because itʼs there
‘Because it’s there’ is a heuristic device 
drawn from the installation ProMotion. It is a 
name that is intuitively given to capture its 
double ambition: 
‘Because it’s there’ also suggests that design 
decisions for shaping a project are made just 
because it’s there, in that context, on that site 
– that the work had to be conceived. It cap-
tures an interest in exploring the potential of a 
spatial composition for triggering mental 
interaction with the observer and the context 
in which it is active. An interest in spatial 
mechanisms triggers a different reading of a 
space by considering the site as a brief.
‘Because it’s there’ suggests that an observer 
interacts with an artifact just because it’s 
there. It captures an interest in exploring the 
potential of a functional artifact for triggering 
physical interaction with the observer that is 
not based on functional needs but on experi-
ential expectations, an interest in spatial 
mechanisms that trigger movement and other 
forms of physical interaction by considering 
interaction as a brief.
1.5. ON FRAMING SPACE
AN ENVIRONMENT THAT TRIGGERS MENTAL 
INTERACTION
MEDIATOR
Francis Alÿs
In a conversation with Siobhan Davies, Fran-
cis Alÿs36 states:
Observation is a very big part of my work. 
All the works I have done come from ob-
servation. Most often they are not recreat-
ing found situations, but the ingredients 
come from very specific observed scenes.
Diagonal, the ramp from ProMotion, changes 
one’s apperception of the space in which it is 
inserted. The intervention ‘displaces’ an existing 
context by which it was shaped into an altered 
context that is perceived and experienced dif-
ferently. In a sense, the intervention interacts 
with spatial qualities of the context by marking, 
amplifying, ignoring or reducing them. By doing 
so, the context is perceived and experienced 
differently with the intervention than without it. 
This approach puts the design-focus on creat-
ing an environment that provides affordance for 
mental interaction.
Site specificity is in itself something very com-
mon to architecture. Opportunities of interacting 
with a site and its specific genus locus are po-
tentially present in every project and every ar-
chitectural artifact relates, to some extent, to the 
context in which it presents itself. Knowledge of 
the site is almost always relevant for the design 
process. However, this knowledge is often gen-
erated by approaching the site in relation to the 
brief the project entails. This might steer our 
perception and our reading of the site in the 
direction of a more analytic approach of how the 
site might accommodate what we need. We 
project our expectations of the project on the 
site. 
In art we find many approaches in dealing with 
site specificity. Many contemporary artworks 
refer to or are specifically created for or are 
generated by the specificity of a site. A reading 
of a site may result in mappings that are pre-
sented as autonomous objects or installations 
that re-inject a mapping of a site into the site it 
maps. In many cases the site becomes a poeti-
cal instrument. In a series of small reflective 
actions I asked myself the question of whether 
some of these heuristic devices to use the site 
as a poetic instrument may be transposed to my 
practice.
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MEDIATORS
(a) Autonomous mapping:
Robert Smithson (Site / Non Site)
The Non-Site ... is a three dimensional 
logical picture that is abstract, yet it repre-
sents an actual site ...37
Gordon Matta-Clark (Fake estates)
In the early 1970s, Matta-Clark bought fifteen 
‘gutterspaces’. These tiny strips of land with 
very unusual dimensions are leftover spaces 
from anomalies in urban planning. He pre-
sented the documentation of these lots as 
autonomous works.
Damian Ortega (Skin)
Out of sheets of natural cow leather Ortega 
cut the floor plans of three modernist apart-
ments: Przyczolek Grochowski Estate in War-
saw by Oskar Hansen (2007), Mexico City’s 
Urban Center President Alemán by architect 
Mario Pani (2006), and Le Corbusier’s L’Unité 
d’Habitation in Berlin (2007). The resulting 
cut-outs are installed as soft hanging sculp-
tures.
(b) Mapping as Intervention:
Rachel Whiteread (Water Tower, 1998)
Water Tower is a resin cast of the interior of a 
cedar water tower, typical of the skyline of the 
Manhattan.
Francis Alÿs (Tourista, 1996)
Just as many craftsmen looking for a job in 
Mexico City, Francis Alÿs goes to the main 
square to offer his services to people passing 
by. While other signs read, say, ‘electrician’ or 
‘plumber’, his reads ‘tourista’.
1.5.1. AUTONOMOUS MAPPING
READING A SPACE
Perspectival object - Isovist (2010-2011)
 A single isovist is the volume of space visible 
from a given point in space, together with a 
specification of the location of that point.38
In a first-year Bachelor’s architectural studio 
Wim Goossens, Bart Hollanders and I asked the 
students to create a ‘Perspectival object’, an 
autonomous spatial and sculptural object, by 
placing themselves in a strategic position and 
materializing their field of vision from that point. 
GLOSSARY
Autonomous mapping
Highlighting a specific aspect of Framing 
Space, Autonomous mapping captures the 
poetic and sculptural potential of analogy 
embodied in the creat ion o f three-
dimensional logical pictures of a site.
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collected writings, 2nd edn, University of California Press, Berkeley, California.
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1.5.2. MAPPING AS INTERVENTION
RE-INJECTING A READING IN A SITE
Scale model as intervention (2009-2010)
In a third-year Bachelor’s Mixed Media studio 
Wim Goossens, Dimitri Van Grunderbeek  and I 
asked the students to create a scale model of (a 
specific element of) a site that simultaneously 
functions as a mapping of and an intervention in 
this context.
GLOSSARY
Mapping as intervention
Highlighting a specific aspect of Framing 
Space, Mapping as Intervention captures the 
poetic potential that emerges when an artifact 
becomes a lens through which we mentally 
engage with a space.
1.5.3. STRATEGIC POSITIONING
PLACEMENT
MEDIATOR
Freek Wambacq, Vase, 2008
 The organization and placement of objects on 
display has much to do with the way in which 
an audience perceives them and takes mean-
ing from them.39
GLOSSARY
Strategic positioning
Highlighting a specific aspect of Framing 
Space, Strategic positioning captures the 
poetic potential that emerges when an artifact 
by its careful placement interacts with a 
space.
1.5.4. SUMMARY
AFFORDANCES FOR MENTAL INTERACTION
GLOSSARY
Framing Space
Highlighting a specific aspect of ‘Because it’s 
there’, Framing Space wants to capture an 
interest in site specificity as creating an envi-
ronment that provides affordance for mental 
interaction with a site.
It refers to the traditional framing of views 
commonly found in architecture and wants to 
expand this by including other notions like: 
mapping as intervention, strategic positioning 
(relational negotiation), point of view (isovist), 
displacing a room, tracing traces...
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Observing Pompeii, 2009.
(a reflective action on Framing Space, Strategic Positioning)
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Interstice, 2011.
(a reflective action on Framing Space,Autonomous Mapping)
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1.6. ON PROMOTION
AN ENVIRONMENT THAT TRIGGERS PHYSICAL 
INTERACTION
The idea of cinema as automatic thought-
machine is not new. It is clear that film influ-
ences and mobilizes our thoughts. In ‘The Work 
of Art in the Age of Mechanical Reproduction’ 
Walter Benjamin writes: 
 ‘The spectator can abandon himself to his 
associations. Before the movie frame he can-
not do so. No sooner has his eye grasped a 
scene than it is already changed.’
A bit further on he quotes Georges Duhamel on 
the same subject:
 ‘I can no longer think what I want to think. My 
thoughts have been replaced by moving 
images.’ 
Deleuze sees this process not only as a cogni-
tive process but also as an affective: the link-
ages between film and the viewer's thoughts, 
 ‘is the shockwave or the nervous vibration 
which means we can no longer say “I see, I 
hear”, but “I FEEL”.’40 
In The Architecture of Image: Existential Space 
in Cinema, Juhani Pallasmaa extends this con-
cept to architecture. In ‘Lived Space in Architec-
ture and Cinema’, the introductory chapter of 
this book, he writes:
  ‘The value of a great film is not in the images 
projected in front of our eyes, but in the im-
ages and feelings that the film entices from 
our soul. [...] A powerful experience of archi-
tecture likewise turns our attention outside 
itself. The artistic value of great architecture is 
not in its material existence but the images 
and emotions that it evokes in the observer.’
In ‘Space is the machine’, Bill Hillier develops a 
fascinating, yet less subtle and over-rationalized 
model of theories and techniques for a ‘Space 
Syntax’ that describes a similar system of auto-
mobilization embodied in spatial environments.
It is clear that the physical presence of architec-
ture emanates. It tickles our senses and through 
apperception of what we experience we create 
a bridge between our internal subjective world 
and the architectural artifact. This bridge of 
appropriation involves all aspects of our mind: 
cognitive, affective and conative. What inter-
ested me specifically in ProMotion is the third 
aspect, conation or question: what drives how 
one acts on cognitive thoughts and affective 
feelings?
An example of how an environment can be-
come a part of our cognitive processes and 
helps us to think is described in Edwin 
Hutchins’ concept of distributed cognition. 
MEDIATOR
Distributed cognition (Edwin Hutchins)
Distributed cognition is a conceptual frame-
work developed by Edwin Hutchins that pro-
poses that human knowledge and cognition 
are not confined to the individual. Instead, 
they are distributed by placing memories, 
facts, or knowledge on the objects, individu-
als, and tools in our environment. Distributed 
cognition views an environment as a set of 
representations that shapes the interactions 
between these representations. These repre-
sentations can be either in the mental space 
of the participants or external representations 
available in the environment. 
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Hutchins wrote several papers on how the 
design of a cockpit – its spatial and social 
situation, the layout of the instruments, etc. – 
are integrated in the thoughts, expressions 
and actions of the pilots. 
Information processing in the distributed 
system can be characterized as a propa-
gation of representational states across 
representational media. In the cockpit, 
some of the relevant representational me-
dia are located within the individual pilots. 
Others, such as speech, are located be-
tween the pilots, and still others are in the 
physical structure of the cockpit.41
Similarly to how Lester’s practice appropriates 
mechanisms of cinema, Diagonal wants to ap-
propriate mechanisms of architecture for their 
potential for auto-mobilization, for their effect 
rather than function. This places a temporal 
focus on an environment that provides affor-
dances for physical interaction. 
MEDIATOR
Affordances (James J. Gibson)42
An affordance is a quality of an environment 
that allows an individual to perform an action. 
The combination of all affordances provided 
by an environment can be seen as a virtual 
space of possibilities, of action potentials, 
that encompasses all the possible actions a 
specific person might be able to perform in 
this environment. 
The fact that an environment provides an 
affordance for a specific activity does not 
imply that the activity will occur; it only adds 
that activity to this space of possibilities. In 
that sense, affordances are only precondi-
tions for activity. It is dependent on the per-
son who perceives and possibly picks up the 
affordances which action potentials he will 
react. 
Through these associations, a series of small 
reflective actions was triggered that further 
inquired how one’s perception of space might 
offer affordances for physical interaction. I will 
shortly summarize some of them here:
1.6.1. CONTEXTUAL INHIBITIONS
PERCEPTUAL TRANSFORMATION BY DISPLACEMENT
MEDIATOR
The Lurky Place43  (Stephen Willats) 
Although [the lurky place] is enclosed 
within an industrial urban environment, it 
remains physically cut off, there being few 
points of entry. [...] The movement of an 
item from the urban environment surround-
ing this place to its interior represents a 
fundamental point of perceptual transfor-
mation of the object. Two types of trans-
formation occur: 1) an item is given a 
different use 2) the intended use of certain 
items is more fully realized by their being 
freed from inhibitory conventions. 
Just as Marcel Duchamp’s displacement of 
readymades demonstrates that the potential for 
conceptual interpretation is dependent on con-
text, the action potential of an artifact is also 
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dependent on the context. For example, being 
in a museum heightens our sensorial sensibility 
and focus, at the same time as its controlled 
environment limits our freedom to act and inter-
act. As Jan Boelen, the director of Z33, remarks 
in his notes on ProMotion:
 ProMotion was a project that you could walk 
into freely. The door was open, and there was 
no attendant in the vicinity to keep an eye on 
things. These were all factors that contributed 
to experiencing the spatial intervention.
GLOSSARY
Contextual inhibitions
The affordances we pick up from an environ-
ment are filtered by a complex system of 
subjective, social and cultural restraints.
1.6.2. INTENSIVE DIFFERENCES DRIVE 
PROCESSES.
INTENSIVE THINKING
The notion of Intensive thinking, and its rele-
vance for my practice as a framework to com-
municate, understand and create work is de-
scribed in part 2 of this catalogue;44 however, it 
was triggered here, in the reflection on ProMo-
tion. So in a sense this is just a placeholder to 
pinpoint the origin of this way of approaching 
Intensive and Extensive properties.
To say it in the terms described in Intensive 
thinking, I found in Diagonal triggers to think 
about the spatial scenario in terms of intensive 
differences, nesting of intensities, intensification 
of extensities, an attractive constellation.
The image above shows a slide from the GRC 
where I talked about ProMotion for the first time 
after its completion and first introduced the 
notion ‘attractive sequence’ (which later be-
came ‘attractive constellation’).
GLOSSARY
Intensive differences drive processes
Captures an interest in thinking in intensities45 
via the notions of intensive differences, nest-
ing of intensities, intensification of extensities, 
an attractive constellation.
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1.6.3. EMBODIED SIMULATIONS
CREATING EXPECTATIONS
By reflecting on the concept of Because it’s 
there and especially the specific field I deline-
ated in the heuristic device that I called ‘ProMo-
tion’ I became interested in the notion of em-
bodied simulations. They seem to play an im-
portant role in our conative system and in creat-
ing experiential expectations and identifying 
action potentials or affordances in an environ-
ment.
MEDIATOR
Embodied simulation (psychology)
Embodied simulation is studied in different 
fields and via different approaches. It departs 
from the fact that the nervous system in our 
brain does not form representations of the 
world but form representations of our interac-
tions with the world. This interaction is always 
mediated by the body, which is always im-
plicitly present in mental representations. All 
aspects of cognition are shaped by aspects 
of the body. 
When we are confronted with another person, 
the Self and Other appear to be intertwined. 
Because of a shared bodily representational 
format, we map the actions of others, as well 
as others’ emotions and sensations, onto our 
own representations. 
Many researchers have addressed embodied 
cognition and simulation. I will give four exam-
ples that have been relevant for this PhD: 
George Lakoff and Raymond Gibbs explored 
embodied simulations by means of studying 
metaphors, Daniel Schacter and Giacomo Riz-
zolatti by means of neuro-scientific research.
MEDIATOR
Metaphors we live by (George Lakoff)
The concepts that govern our thought are 
not just matters of the intellect. They also 
govern our everyday functioning, down to 
the most mundane details. Our concepts 
structure what we perceive, how we get 
around in the world, and how we relate to 
other people. Our conceptual system thus 
plays a central role in defining our every-
day realities.46
MEDIATOR
Metaphor and embodied cognition (Raymond 
Gibbs)
I think of metaphors not just as a linguistic 
device but something that is part of 
thought, fundamentally ariseing from our 
embodied experiences in the world. 
Metaphor is embodied: even abstract 
concepts are rooted in embodied experi-
ences.
Perception is in itself a kind of embodied 
simulation of what we think we are able to 
do with objects and achieve with our ac-
tions. Interpretations of possibilities are in 
themselves expressive acts.47
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MEDIATOR
Mental simulations (Schacter & Addis)
Already in 1932 Bartlett formulated the notion 
that remembering is a constructive process. 
In this process bits and pieces of information 
from various sources are pulled together 
when the memory is reconstructed. This 
process is prone to errors and might cause 
memory distortions. By studying these mem-
ory distortions Daniel Schacter and Donna 
Rose Addis developed the constructive epi-
sodic simulation hypothesis.48  This hypothe-
sis, based on neurological evidence, pro-
poses that the constructive nature of episodic 
memory supports the flexible recombination 
of stored details into a coherent simulation of 
a new event that has not been experienced 
previously in the same form. Imagining or 
anticipating a future event triggers a mental 
simulation based on earlier experiences.
MEDIATOR
Mirror neurons (Giacomo Rizzolatti)
About thirty years ago neurophysiologist 
Giacomo Rizzolatti and his team discovered 
mirror neurons in the brain of a monkey. It is 
widely accepted that humans also have mir-
ror cells and that they are involved in empa-
thy. Mirror neurons are cells that fire both 
when we experience something ourselves or 
when we see others having a similar experi-
ence. In the last case we experience an em-
bodied simulation of an experience that we 
expect the other to have. Because of a 
shared bodily representational format, we 
map the actions of others, as well as others 
emotions and sensations onto our own repre-
sentations. 
Even if none of the four researchers above refer 
explicitly to architecture, most of their concepts 
can also be applied to spatial experiences. 
Take, for example, the framework of Schacter’s 
mental simulation: When we are confronted with 
a space we create expectations of the experi-
ence we will have when we interact with this 
space. We do this by recombining details of 
prior spatial and tactile experiences into a co-
herent simulation of a new event that has not 
been experienced previously in the same form. 
For example, we simulate how the wooden floor 
will squeak when we step on it. We mentally 
simulate our interactions with the space.
The embodied simulation and the embodied 
mind thesis in general are clearly opposed to 
Cartesian dualism and the object subject gap. 
By considering experience and cognition as 
dependent on our body that is implicitly present 
in mental representations, the embodied mind 
thesis creates a model to bridge the object-
subject gap.
GLOSSARY
Embodied simulation
The heuristic device captures an interest in 
considering perceiving an environment as 
mentally simulating our interactions with the 
space and, by mostly unconsciously doing 
so, we create experiential expectations that 
might attract us.
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ogy’s 5th Annual Quinn Memorial Lecture (QML), <http://www.youtube.com/watch?v=6bWd0ipgI8k>
 Schacter, D & Addis, DR 2007, ‘On the constructive episodic simulation of past and future events’, Behavioral and Brain 
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A. ENFILADE
GLOSSARY
Enfilade49 (Drawing by Sam Dieltjens)
B. VANTAGE POINT 
GLOSSARY
Vantage Point50 (Drawing by Sam Dieltjens)
A place to criticize the world (2012)
(a reflective action on vantage point)
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C. BLIND SUMMIT
GLOSSARY
Blind Summit (Drawing by Sam Dieltjens)
Escalating expectations (2010)
(a reflective action on Blind Summit)
1.6.4. CHUNKING MAPS
SYNTHESIZING  MENTAL MAPS
MEDIATOR
Mental maps (Edvard I. Moser)
In an online lecture51  How does the brain 
navigate in space?, Edvard Moser describes 
how a map that represents a rat’s surround-
ings and its relative position in is hard wired 
in its brain. The proprioceptive sense (self 
motion) feeds information back to the brain 
and literally creates a mental map that can be 
read out by tapping into the activity of place, 
grid and border neurons. This map is quite 
independent sensory input. The visual, audi-
tory and olfactory senses help to calibrate the 
position of the map. The hippocampus syn-
thesizes spatial memories by linking experi-
ences and emotions with specific points on 
the map. It is commonly accepted that these 
insights into the functionality of the rat’s brain 
also apply to the human brain.
When we visit a building we move through a 
sequence of spaces. The whole only gradually, 
and most of the time only partly, reveals itself. 
Walking from one space to another we combine 
partial experiences and maps to form a mental 
model from the building. The sequence as well 
as every partial experience might be different at 
a different time, in different conditions. Anyhow 
we always manage to synthesize a mental map 
from the building, even if it does not represent 
reality correctly. The whole and the partial 
chunks relate to each other much as described 
in the hermeneutical circle of interpreting a text. 
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51 Moser, E 2010, ‘How does the brain navigate in space?’, Heller Lecture Series in Computational Neuroscience, viewed 
10 May 2012,   <http://www.youtube.com/watch?v=pATzOJLptGo>
MEDIATOR
Hermeneutic circle
The hermeneutic [...] refers to the idea that 
one's understanding of the text as a whole 
is established by reference to the individ-
ual parts and one's understanding of each 
individual part by reference to the whole. 
Neither the whole text nor any individual 
part can be understood without reference 
to one another.52
Architecture depends heavily on the experience 
of a chunk of space but is equally dependent 
on the experience of the different chunks within 
the frame of the whole that they projected.
GLOSSARY
Chunking maps
Highlighting a specific aspect of ProMotion, 
Chunking maps wants to capture an interest 
in how actions and movement though space 
generate mental maps of a space. It also 
refers to how chunks of space create chunks 
of experiences that are combined to form a 
whole where the parts define the whole and 
vice versa. 
1.6.5. SUMMARY
AFFORDANCES FOR PHYSICAL INTERACTION
GLOSSARY
ProMotion
Highlighting a specific aspect of Because it’s 
there, ProMotion wants to capture an interest 
in appropriating architectural mechanisms for 
their potential to create an environment that 
provides affordances for physical interaction. 
It also refers to such architectural heuristic 
devices as enfilade, vantage point, blind 
summit, chunking maps...
Parcours de santé, 2009, Video, 4:3, 640x480, color, sound, 9:59
(a reflective action on Because It’s There - ProMotion)
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52 Wikipedia, <http://en.wikipedia.org/wiki/Hermeneutic_circle>
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2. PROJECT#2: ISOMOSIS
POLYSTYRENE GALORE
MEDIATOR
Danai Anesiadou
Danai works as an artist in the expanded field 
of performance. For her performances and 
installations she often creates surreal scener-
ies that remind of scenes from Alejandro 
Jodorowsky’s films. She blends popular cul-
ture with ‘high’ culture. Her work contains 
traces of superstition (tarot cards, fortune 
tellers and oracles), films (B-movies as well 
as Nouvelle Vague movies), Greece (its clas-
sical myths as well as its kitschy restaurant 
interiors) and womanhood (its strong as well 
as its vulnerable traits). She turns many of her 
individual commissions into group projects, 
based upon complex collaborations with an 
ever-changing cast of collaborators and trav-
eling companions. 
The artist-run art space Etablissement d'en 
Face in Brussels invited Danai Anesiadou to 
organize a performance in their spaces. This 
event became a three-day ‘Danai Invites her 
Talented Friends’ festival, called Isomosis:
Friday 13.02.09 at 10pm:
Spasm, Otobong Nkanga, Jos De Gruyter & 
Harald Thys, Kwinten Lavigne, Andros Zins-
Browne & Sandy Williams, Credi in te Stesso!, 
Miet Warlop, Danai Anesiadou.
Saturday 14.02.09 at 8:30pm:
Andros Zins-Browne, David Michael Digregorio, 
Io Hendrickx, Danai Anesiadou.
Sunday 15.02.09 at 6:30pm:
Black mass / excommunication, Sung Hwan 
Kim, Ioanna Hrissuli, Jimmy Robert, Danai Ane-
siadou.
MEDIATOR
The team of Etablissement d'en Face.
Margot Van Heusden, Harald Thys and Eti-
enne Wynants together with Danai Anesia-
dou, Michaël Van den Abeele and Arnaud 
Hendrickx.
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MEDIATOR
The space of Etablissement d'en Face in 
Brussels (B)
Etablissement d'en Face is a typical gallery 
space. It has one large window facing the 
street. An unusual feature is that it has a small 
opening in the floor, a reminder of a previous 
intervention.
Michaël and myself where asked to think about 
how the audience would be seated. We de-
signed a tribune built of massive Styrofoam 
blocks. In informal Dutch Styrofoam is also re-
ferred to as Isomo (short for isolation moderne), 
hence the name Isomosis. 
The intervention subsequently got a surprising 
sequel, Isomopolis (07.03.09 - 04.04.09), an ad 
hoc exhibition with forty artists. Isomopolis was 
a labyrinth filled with artistic pieces and sculp-
tures, all extracted from the one material that 
was at hand in massive quantities: Styrofoam. 
Between Isomosis, the performance festival and 
Isomopolis, the spaces of Etablissement d'en 
Face were turned into a workshop where artists 
could cut out their piece of Styrofoam from the 
tribune. They could sculpt their shape on site or 
take it home and bring it back for the Isomopolis 
exhibition. During this period (from 16.02.09 
until 03.03.09) Etablissement d'en Face was 
baptized Isofix.
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2.1. TYPECASTING 
MICHAËL VAN DEN ABEELE
EMANCIPATION THROUGH REGRESSION
MEDIATOR
Michaël Van den Abeele
Michaël is something of a contemporary 
troubadour; he likes to tell stories, or rather, 
he likes to create works that tell a story, so 
that also he might be surprised by what they 
have to tell. His recent work consists of pre-
cise compositions, mostly paintings and 
sculptures, that vaguely define a character 
who, after its creation, starts to live its own 
uncontrollable life. Probably, it is exactly this 
ambiguous, uncontrollable aspect that has 
managed to keep this restless and inquisitive 
artist interested for a long period. In the 
course of the last years he has relentlessly 
conceived one eccentric figure after another, 
breeding a very singular universe inhabited 
by a divergent range of species.
Michaël Van den Abeele is not one of those 
artists who, once they find an interesting 
approach, explore it in all its possible varia-
tions and for several years produce a formally 
coherent stream of work. This is not to say 
that his oeuvre is incoherent, but that it 
gradually evolves, sometimes makes unex-
pected turns and, whenever it seems appro-
priate, changes its medium. At this date, his 
oeuvre consists of paintings, drawings, ani-
mations, videos, music, sculptures, installa-
tions and texts. 
I have followed Michaël’s work for many years 
now and recognize a consistent shift in its evo-
lution. I see a constant search for an expres-
sive, free and subjective language that strips 
his work from the over rationalization he is natu-
rally inclined to. I believe that Michaël sees the 
need to rationalize art as a sign of weakness. 
The stories he tells these days no longer pre-
sent themselves as conceptual frameworks that 
are understood but as subjective sensorial ag-
gregates that are subjectively experienced. 
This emancipatory search for liberating the 
basal from the over-refined straitjacket of ration-
ality, can be considered a sort of regression that 
returns to a less refined and more subjective 
state; shifting from a more rational intelligence 
to a more emotional intelligence. It is this 
‘emancipation through regression’ that reso-
nates with my practice and my personal inclina-
tion to over-rationalize. In a paper Michaël and I 
wrote on our collaborations in video work we 
said: 
 Arnaud departs from the facts. Michaël de-
parts from a suspicion. Arnaud’s interest is 
more formal, objective and investigating. 
Michaël’s interest is narrative, anecdotal, 
hypothetical and more subjective.53
It seems interesting to blend facts with suspi-
cions.
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53 ‘The plane and the illusion,’ Proceedings of the Computer Art Congress 2008: Emerging forms of computer art: making the 
digital sense, Mexico City, Mexico.
Isomelt (2009)
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2.2. NEGOTIATING SPACE
 REGRESSION AS BRIEF
MEDIATOR
A stack of haybales.
As a child I loved to play in haystacks with my 
friends. I remember the relief when yet another 
bale of hay was taken out of the massive stack 
and the void that would become our hideout 
would not collapse, would still be stable. By 
rearranging bales we hollowed out a sequence 
of voids in the haystack. Later we appropriated 
them by placing blankets and all kinds of things 
in it and sometimes invited guests. When the 
farmer discovered it all this was lost but only a 
few weeks later we started all over. I still feel 
kind of guilty for complicating this farmer’s life; I 
still wonder sometimes what would have hap-
pened if he had ever found us inside the hide-
out.
MEDIATOR 
Koga Park (SANAA)
Later in my architectural practice of RAUW, like 
many of our peers we became obsessed with 
thinness. The published details of Kazuyo 
Sejima and later SANAA when she teamed up 
with Ryue Nishizawa, probably had much to do 
with this. I remember a feeling of jealousy when 
I was examining their details and realizing that 
this way of building with a typical Japanese 
controlled precision is not possible in our re-
gion, at least not for anything close to a reason-
able price. Looking back I still find it strange 
that even if our work is very much concerned 
with robust and monolithic forms, we never 
really took on the challenge of articulating thick-
ness. In Art as Vacancy, especially in Isomosis, 
I found a space to experiment with it.
During the first meeting Michaël and I had for 
this, Michaël asked me whether there was 
something that I missed in my practice of 
RAUW that might serve as a starting point for a 
new work. I recall that I told him about my Styro-
foam fantasy: I used to imagine that I would 
have a huge block of Styrofoam, as big as a 
very large house, and a small flame-thrower. I 
would be able to easily carve out spaces and 
furniture interactively. When a space needed to 
be enlarged or a new space was needed it 
could be instantly executed. 
After the experience of shaping Isomosis I can 
state with certainty that I somehow underesti-
mated this material’s flammability and impreci-
sion and the toxic gas production this entails – 
however, we both saw possibilities in further 
elaborating this scenario.
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MEDIATOR
Venus Grotto for King Ludwig II
In the late nineteenth century King Ludwig II 
built the Venus Grotto in the park of Linderhof 
Palace in southwest Bavaria, Germany. This 
Venus Grotto was an artificial cave with a 
lake, built just to listen to Wagner. In this envi-
ronment, inspired by the first Act of Wagner's 
Tannhäuser and the blue grotto of Capri, 
Ludwig liked to be rowed over the lake in his 
golden swan-boat.
Michaël recognized in this method of carving a 
possibility to think about a cave. His fascination 
with the Venus Grotto seemed to resonate with 
Danai’s personality and brief. It was surreal, 
eclectic, performance oriented, frivolous, etc...
MEDIATOR
Grotta Azzurra in Capri (by Giorgio Sommer)
I recognized in it an opportunity to rediscover 
stacking and to radically experiment with the 
basic architectural means of expression: Solid-
Void and the opposition between additive and 
subtractive thinking.
MEDIATOR
The great pyramid of Giza
I have always had a love-hate relationship with 
massive constructions and closeness. Being in 
the hideout of the haystack was so comforting 
that, once inside, I forgot about the eminent 
danger of the farmer discovering us. At the 
same time I also had my first claustrophobic 
experience when visiting the great pyramid of 
Giza. The seemingly simple negotiation of solid 
and void encompasses many nuances.
Anyhow, at a certain moment in time we de-
cided to order forty cubic meters of Styrofoam.
MEDIATOR
Forty cubic meters of Styrofoam
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IsoPak (2009)
(a reflective action on Negotiating Space)
GLOSSARY
Negotiating Space
A heuristic device that captures an interest in 
creating an environment that is shaped 
through the negotiation of two agents. 
Architectural means of expression are often 
expressed in opposing couples (solid / void; 
inside / outside; load-bearing / being sup-
ported...), that can be considered as interact-
ing agents or mediators that structure archi-
tectural thinking. 
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2.3. ADJUSTED COPY
A  REPLICA WITH A TWIST 
In the design process of Isomosis another heu-
ristic device came forward, a specific form of 
appropriating and referencing.
MEDIATOR
Epidauros (Greece)
Danai’s Greek roots, the references in her work 
to Greek myths, and her inclination for theatrical 
over-dramatization inspired us to slice a part 
from the gigantic amphitheatre of Epidauros 
and squeeze it into the comparatively tiny 
space of Etablissement d'en Face. 
Considering that the opening in the floor and 
the office at the rear of the space could function 
quite well as a backstage area, we were asked 
to provide a maximum amount of seats, and 
decided to place the tribune in the widest part 
of the space: the front. This way, the slice of 
amphitheater provided a relatively efficient 
number of quite conformable seats while simul-
taneously creating a screen that cut off the 
space from the street by blocking the window. 
On the other hand, it also blocked the entrance. 
By carving out a cave-like entrance a quite 
effective entry could be organized.
Besides a contrasting difference in scale, the 
amphitheater for Isomosis also differed in the 
choice of material. Instead of white marble and 
limestone we used a cheap, light and mechani-
cally easy degradable material. Already after its 
first use the tribune would carry scars and 
traces.
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GLOSSARY
Adjusted Copy
A heuristic device that captures an interest in 
the poetic potential of creating a replica with 
a twist, by consciously misinterpreting the 
source and/or consciously adjusting it to the 
destination so that a poetic tension arises in 
the difference between the original and the 
replica – for example, in terms of scale, mate-
riality, gender…54 It is a specific form of what 
in art is generally known as appropriation or 
borrowing.
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54  This list is endless, but I refer in the limited enumeration to three specific examples that already came forward in the 
catalogue: Isomosis: SCALE (the fact that the tribune is squeezed into a tiny interior space) and MATERIALITY (the fact 
that it is constructed out of a so-called inferior material). GENDER refers to the debate in the series called ‘Avondde-
baten van het IvOK’ discussed in more detail in part 2 of this catalogue. Here Leen Voet talked about her work 'Version 
Masculine – l'Origine de monde' (2007). In this painting she copies Gustave Courbet’s provocative painting l'Origine du 
monde (1866) as correctly as possible, only changing one 'detail': the gender of the model in the painting., 
Cutting and installation plans for the Styrofoam tribune for Isomosis, 2009.
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2.4. ATTENDING A PERFORMANCE
FRIDAY THIRTEENTH FEBRUARY, TEN PM.
The ritual of the cork.
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Installation views from the group exhibition Isomopolis, 2009.
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2.5. ISOMOPOLIS
Isomopolis, the second phase of the tribune for 
Isomosis, consisted mainly of cutting up the 
massive tribune into raw material for works by 
forty artists. A part of the tribune was left un-
touched as a trace of Isomosis. On the left you 
see twelve examples from different artists.
During the course of building Isomosis I be-
came fascinated by the properties of Styrofoam. 
My entry for Isomopolis consisted of some ‘ad-
justed copies’ of a notebook, Edwin Abbott’s 
1884 novella Flatland: A Romance of Many 
Dimensions,55  and a road atlas. These artifacts 
enable browsing through the fascinating spatial 
structure of Styrofoam, revealing a frozen state 
of spatial negotiation between bubbles.
Notes on Styrofoam (2009)
Styrofoam road atlas (2009)
Styrofoam Flatland (2009)
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55 Abbott, EA 1952, Flatland: a romance of many dimensions, Dover Publications, New York (first pub. 1884).
The spatial structure of texts on space - ‘Concepts of space’ by Jean Leering, 2009.
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The spatial structure of texts on space - ‘Creating Reality by Sight’ by Lise Bek, 2009.
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2.6. ON NEGOTIATING SPACE
REFLECTIVE ACTIONS
2.6.1. SUPRA THICK
THICKER THAN THICK
MEDIATOR
Schwerbelastungskörper (1941, Berlin)
This massive concrete structure, probably the 
most elaborate ground probe in the world, is 
18m high and has a mass of 12,650,000kg.  
The massive construction of Isomosis triggered 
an interest in elementary building techniques 
(e.g. stacking and subtractive shaping like carv-
ing, melting, etc.) and elementary means of 
expression (e.g. solid / void) and allowed me to 
regress from RAUW’s more complex architec-
tural discourse of additive shaping and thinness 
to more rudimentary massive forms. 
MEDIATOR
ʻMassiveʼ image bank 
Amongst other things, this interest resulted in 
starting an archive – or rather an image-bank – 
of interesting examples, documenting all kinds 
of different structures. It seems logical that the 
‘folder military structures’ grew quickly. After a 
while, it became obvious that I was particularly 
fascinated by the medieval donjons or magna 
turris.
To fully appreciate and appropriate their struc-
ture, I decided to draw my own plans and sec-
tions of early medieval (1000–1250) towers. 
When visiting these towers there is a contrasting 
difference between the actual experience (al-
most claustrophobic) of being inside a wall, with 
the beauty of its structure that you cannot di-
rectly perceive but only imagine. This mental 
process of ‘chunking maps’, of synthesizing 
partial experiences to form a mental image of 
the thickness of the tower, reminded me of Mar-
cel Duchamp’s notion of ‘infrathin’, a thinness 
that is so thin that you cannot directly perceive 
it, but you know it exists. 
The first donjon that I put through this re-
drawing process was a freestanding tower in 
Begium, the ‘maagdentoren’ (maiden tower) of 
Zichem. At the time I was drawing the plans, the 
partly demolished tower, after eight hundred 
years of being stable in this state, suddenly 
further collapsed leaving now only roughly a 
half-tower erect. I am not really superstitious but 
this coincidence shifted my attention also to 
donjons that are partly or completely demol-
ished, like the magnificent 54m-high donjon of 
Coucy (France) that was destroyed in the sec-
ond World War. 
I also casted a series of two-meter-high slices 
into what I call Magna Turris discs: gypsum 
scaled models of a slice of a donjon. The proc-
ess of casting these models forced me to first 
conceive the interior space of the walls as a 
void.
These drawings and slices draw my interest to 
the other aspects: the more general negotiation 
of two agents and the void as a means to struc-
ture space.
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Magna Turris - Drawings (2009)
(a reflective action on Negotiating Space, Supra Thick)
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Magna Turris - Discs (2009)
(a reflective action on Negotiating Space, Supra Thick)
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MEDIATOR
Infrathin56  (Marcel Duchamp)
In some of his personal notes Duchamp sug-
gests specifications of the concept ‘in-
framince’. As for most concepts found in his 
work, he is reluctant to give an explicit defini-
tion, but the concept is explored though dif-
ferent examples and partial definitions. 
One could summarize them as follows:
By referring to the thickness of paper, he 
specifies ‘infrathin’ as a thickness, but a 
thickness that is ‘very, very, very thin’ or even 
‘infinitesimal’. 
By referring to the thickness of shadows, he 
specifies ‘infrathin’ as a characteristic of any 
difference that you easily imagine but that 
doesn't exist.
By referring to the dimensional difference 
between two mass produced objects that 
originate from the same mold, he specifies 
‘infrathin’ to qualify a distance or a difference 
you cannot perceive, but that you can only 
imagine.
Glossary 
Supra Thick
By inverting Marcel Duchamp’s concept of 
‘inframince’ (infrathin), this heuristic device 
captures an interest in thickness – more spe-
cifically, a thickness that has becomes so 
thick that it defines a new space on its own, a 
space that one cannot perceive or experi-
ence directly, in a single glance, but though 
‘chunking maps’ and combining precepts in 
order to mentally construct, apperceive and 
experience its thickness.
2.6.2. EPHEMERAL AGENTS
DYNAMIC AND EPHEMERAL NEGOTIATION
Complementing the sometimes suffocating 
negotiation between matter and void, I wanted 
to extend this notion of two negotiating agents 
to less physical matters.
This ‘need for air’ is nicely illustrated by a re-
flective action of a mocking proposal to double 
the air in Etablissement d’en Face to compen-
sate the slightly claustrophobic experience of 
Isomopolis. In reaction to Martin Creed’s work 
360 ‘half the air in a given space’, where he fills 
half a given space with balloons making half the 
air in the space unavailable, I proposed to 
‘double the air in a given space’, by hanging air 
cylinders that contain the exact amount of air 
that was already available in that space before 
the action.
This notion of a negotiation of two more ephem-
eral agents returned my attention to the negotia-
tion between light and dark as referred to in 
Promotion via the typical film scene of the head-
lights of a car scanning a highway at night and 
other more intangible elements that structure 
sensorial space. As an example, two other re-
flective actions are included in this catalogue: 
‘TGV’ (a series of photographs that show the 
autofocus of my camera autonomously negotiat-
ing between focusing on the reflected interior of 
the train or on the scenery that passes by) and 
Mist (a series of photographs that show natural 
elements negotiating for space). 
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56 Obalk, H 1996, ‘The unfindable readymade’, Tout-fait, vol. 1, no. 2. <www.toutfait.com>
TGV (2009)
(a reflective action on Negotiating Space, Ephemeral Agents)
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Mist (2009)
(a reflective action of Negotiating Space, Ephemeral Negotiation)
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Glossary 
Ephemeral Agents
Ephemeral Agents is a heuristic device that 
nuances the apparent dichotomy of solid void 
by considering the space-structuring poten-
tial embodied in the negotiation of immaterial, 
atmospheric and dynamic elements like pho-
tons, water particles, usage of a space...
2.6.3. TRACING BOUNDARIES
Already before Art as Vacancy, as a sort of 
general rehearsal, Michaël Van den Abeele and 
I participated in Geert De Mot’s project 
Breughel’s View, gated art community. The pos-
sibility was offered to reserve a site hut con-
tainer in a sort of workshop / artist in residence 
formula. These site hut containers temporarily 
placed on the site were well secluded from the 
context by fences and a barrier. During the 
week that Michaël and I had a container at our 
disposal we met several times in this, in a gated 
art community, for discussing the idea of bor-
ders and fences, which resulted in a small exhi-
bition inside our container. 
The fence got a second life in the video work 
Europa Vostra57  showing animations of an Ar-
cadian gated landscape, contemporary resi-
dential parks, our Europe, inhabited by adoles-
cent jumpers introducing a contemporary line-
dance. 
Glossary 
Tracing Boundaries
Tracing Boundaries is a heuristic device that 
nuances the apparent dichotomy of solid void 
by tracking down, registering and re-defining 
the boundary surface (like fences, walls, 
territorial borders...) that negotiates between 
two physical or conceptual agents. 
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57 For more information see: <http://www.trafo.hu/en-US/program_1356>
Fencing Dirt (2007) 
an installation by Michaël Van den Abeele’s & Arnaud Hendrickx’ 
part of Breughel’s View, Gated Art Community, a project by Geert De Mot organized at Tivoli Square, Mechelen (B).
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Top row: installation views (2007)
Bottom rows: four stills from the video animation loop Sausage Party #1 (2007)
Europa Vostra (2008)
group exhibition in Trafo, Budapest (H) 
with: Jos De Gruyter & Harald Thys, Geert De Mot, David Evrard, Arnaud Hendrickx, Joost Schouppe, Michaël Van 
den Abeele and Freek Wambacq. 
Top rows: stills video Europa Vostra (2008) by Joost Schouppe, Michaël Van den Abeele, Arnaud Hendrickx. 
Bottom row: installation views and opening performance by Geert De Mot.
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Laken, 2009, A5 Booklet
(a reflective action on Tracing Boundaries and ProMotion - chunking maps)
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2.6.4. NUANCING DICHOTOMIES
THE SPATIAL ZERO
MEDIATOR
Laws of Form58 (George Spencer-Brown)
Inspired by Spencer-Brown’s command to ‘draw 
a distinction’ in his 1969 book ʻLaws of Formʼ, a 
small reflective action was triggered that sug-
gests a concept of a ‘spatial zero’.
Many of the means of expression of architecture 
or art are often described in opposing couples. 
As most of those, the couple inside and outside 
seems a logical dichotomy. Whether you are 
inside or outside a spatial boundary; when you 
are inside, you are not outside and vice versa. It 
seems that both concepts are jointly exhaustive 
(everything must belong to one part or the 
other) and mutually exclusive (nothing can be-
long simultaneously to both parts).
Supposing we walk on a straight line from A to 
B, the distance to the spatial boundary is 
marked by a negative number when we are 
outside and a positive number when we are 
inside the boundary. As we move gradually from 
A, a point with a negative co-ordinate and 
clearly outside the spatial boundary, towards B, 
a point with positive co-ordinate and clearly 
inside the spatial boundary, somewhere along 
the way, the co-ordinate describing our position 
on the axis has switched from negative to posi-
tive. This happens when we cross the boundary, 
when the distance to the boundary is zero. 
In mathematics, zero – the point of transition 
between negative and positive – is considered 
to be neither positive nor negative, but a third 
category with its own properties. If we apply this 
mathematic convention to spatial experience we 
could say that when we cross the edge of a 
spatial boundary we are neither inside nor out-
side the spatial boundary but in a third category 
with its own properties, an experience that is 
completely different from both of the other con-
cepts.
If we step out of the virtual analytic space, 
boundaries get a physical thickness and to feel 
either inside or outside a boundary entails a 
personal judgment from an observer.59  Now the 
point of transition becomes a much wider zone 
of transition. It is clear that we cannot speak of a 
dichotomy but rather of a polarity between 
clearly-inside and clearly-outside with a gradi-
ent of another kind in between them. Simply by 
using thick walls or placing a pentice above the 
entrance of a structure, the boundary of this 
structure becomes harder to delineate. Blurring 
the transition between inside and outside has 
been one of the mechanisms that have played 
an important role in the evolution of architecture.
GLOSSARY
Nuancing Dichotomies
A heuristic device that captures an interest in 
reflecting on and nuancing the seemingly 
opposing couples in the means of expression 
of architecture. 
118 / 230
58  Spencer-Brown, G 1994, Laws of form, Cognizer Co.
59  Boundaries are experienced differently in time (when it is raining the boundaries of a roof are experienced with more 
definition then when it is not raining) and differ from personal mental states and experiences.
2.6.5. A POINTER TO  VOID60
THE ART OF OMITTING
Subtractive thinking is not only a compositional 
tool to shape a space but, as the word ‘thinking’ 
suggests, it also embodies a way of thinking 
conceptually about space.
In his book Beeldarchitectuur en Kunst61  Jean 
Leering gives a comprehensive overview of the 
evolution of the concepts of space that archi-
tects and artists implement in their work. He 
states that, in Western culture, space only ac-
quired a conceptual core equivalent to that of 
matter by means of the Lumen Christi – the light 
of God – shining through the colorful stained 
glass windows of a Gothic cathedral and filling 
the entire space, similar to God’s omnipresence. 
It took architecture a relatively long time to de-
velop the concept of a fully dualistic negotiation 
of two equally important concepts – matter and 
space or solid and void. But the void has also 
played an important role as a hermeneutic tool, 
a generator of meaning.
In the strategy of the void Koolhaas links the 
suggestive power of omitting62  with the design 
for the ‘très grande bibliotheque’ in Paris (F), the 
very large library. In another project, a master 
plan for Melun-Senart (F), OMA proposed a 
plan that defined what they did not want to do, 
where they were not going to build and as such 
proposing a design only for the empty space, 
leaving the rest open for the chaotic growth of 
buildings. In Libeskind’s Jewish Museum in 
Berlin (D), the 20m-high inaccessible central 
void slices linearly though the building. The very 
centre of the museum is empty, silent and inac-
cessible, a void that symbolically expresses the 
inexpressible.
In film, David Lynch is a master of omitting cru-
cial elements in the narrative in a dream-like 
experience where these crucial elements are 
left to the observer’s interpretation. Each scene 
is in itself a strong and well-defined cinema-
tographic construction, but the narrative that 
connects them to a whole is often left ambigu-
ous.
In art, strategically omitting triggers associa-
tions with two complementarily named methods: 
Willem Oorebeek’s Blackout and Lieven De 
Boeck’s Whiteout. In his Blackouts, an ever-
growing series of prints, Willem Oorebeek prints 
a black layer of ink on covers of a popular 
French weekly, Paris Match. This process turns 
the image into a ‘ton sur ton’ composition: the 
image only reveals itself through different 
glossinesses of black and only from some an-
gles and in certain light conditions. Moving 
around to be able to see the subtle nuances 
makes you aware of your own perception. In 
Whiteout: For the Danish Cartoons (2006), 
Lieven De Boeck redrew the controversial draw-
ings with whiteout. The cartoons are blanched 
of their hostile temper, a play on the call to free-
dom of speech that was the pretext for their 
publication.
GLOSSARY
Pointer to Void
Pointer to void is a heuristic device that nu-
ances the apparent dichotomy of solid void 
by focusing on the poetic and hermeneutical 
potential of the symbolic void, of that which is 
consciously absent or omitted.
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60 This is a concept from the computer programming language C++. Pointers and especially pointers to void are generally 
known as very difficult but also very flexible and powerful concepts. In itself, a pointer to void has no specific type but it 
can be transformed to any type one likes, making it a flexible tool for dealing with different situations.
61  Leering, J 2001, Beeldarchitectuur en kunst (Dutch Edition), Thoth.
62  Koolhaas, R 1997, S M L XL, 2nd edn, Monacelli Press. On the title page of ‘strategy of the void’ he shows a picture of a 
naked Asian woman on top of a seemingly naked man, holding a black void in a salacious manner. It is obvious that the 
black void omitted one object in the image that would turn it into pornography.
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3. PROJECT#3 BONUS MALUS
The center for contemporary art ‘Netwerk’ in 
Aalst (B) invited Michaël Van den Abeele to 
organize an exhibition. Michaël invited me to 
join him in devising a scenography for present-
ing his paintings, drawings and sculptures.
3.1. PAINTINGS AS COMMISSIONERS
A first stream of associations that had an impact 
on the design process was triggered by Mi-
chaël's work. It lies in the fact that his drawings 
and paintings can be considered as portraits of 
eccentric figures, of individuals.
MEDIATOR
Michaël Van den Abeele on his paintings
One could consider the drawings and paint-
ings as post- or pre-human. In every case 
they constitute individuals; eccentrics. Their 
appearance is frontal and symmetrical and 
there is never space for more than one. No 
couples, trios or other constellations, and 
subsequently no power relations. That is why 
they are individuals, disconnected from or 
above social correlations. Should these char-
acters take on a political position they would 
surely turn out to be be anarchists, or enlight-
ened despots.
The first thing that comes to mind when you 
think about showing drawings and paintings is 
evidently the question of how will we present 
them. Since we considered the paintings as 
portraits, we talked about different methods of 
presenting portraits and what infrastructure this 
entails.
MEDIATOR
Netwerk Aalst (B), Gallery space
The mono-volumetric exhibition space could 
clearly benefit from a scenography that tilts 
the statical balance and adds some tension 
to the room.
Paradoxically our discussions converged 
gradually more to a reflection on an environment 
where these eccentric figures would like to 
hang out than on where they would actually 
hang. The elements that would structure the 
space should be an equal – another character – 
with whom the paintings could cohabit. Mi-
chaël’s eccentric figures became our commis-
sioners.
GLOSSARY
Animism
A heuristic device that captures an interest in 
the poetic potential in rediscovering the pre-
rational or allowing the post-rational notion 
that endows non-living things with life.
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3.2. A BRICK IN MY STOMACH
A second stream of associations that had an 
impact on the design process was triggered by 
a question that Michaël posed at the very first 
meeting we had to discuss the project that 
would become Bonus Malus. After the success 
of Styrofoam in Isomosis and Isomopolis, Mi-
chaël mockingly asked me whether there was 
another ‘magical’ building material that I had 
fantasized about but never found the opportu-
nity to play with in my architectural practice. I, 
also mockingly, answered: “Bricks.” 
In Belgium there is a saying that a Belgian is 
born with a brick in his stomach, referring to the 
fact that every Belgian citizen wants to build his 
own house. Because most houses are built in 
bricks, contractors are very familiar with its rules 
and details. This makes masonry almost impos-
sible to avoid. It’s cheap and for an architect it 
is efficient: you do not have to draw many de-
tails because constructors have much experi-
ence with bricks. 
Personally I had always found it an outdated 
and inefficient way of building. It seemed irra-
tional that this labor-intensive of repeating the 
action of putting one brick next to another a few 
thousand times is still the best way to build. 
Masonry is also very heavy and it only offers a 
quite narrow margin for variation in structural 
solutions and construction techniques, except 
of course in endless combinations of ornamen-
tal patterns. For these reasons in my architec-
tural practice I was instinctively drawn to other 
building principles. In the portfolio of RAUW you 
cannot find a single brick construction. 
By being born with a brick in his stomach, many 
die-hard bricoleurs take on the challenge of 
building their own house. Probably partly due to 
Luc Deleu’s 'boerderettes', this informal archi-
tecture has always interested me more than that 
of the mainstream architect’s experiments with 
bricks. I agree with Deleu when he says that 
“building is not the privilege of the architect” 
and hence “not everything has to be architec-
ture.”
MEDIATOR
1979-1985 'boerderettes'
Luc Deleu’s main proposal was that the law to 
protect the profession should be abolished. 
As a provocative action to underline his opin-
ion, he signed 150 plans completely de-
signed by his clients, without any input from 
him. 
Because building has a complex web of re-
sponsibilities, when the documents for con-
struction are finished, the designing process is 
also finished. However valuable it may be, it is 
also very risky to improvise on the construction 
site. After a few ad hoc decisions that turned 
out as bad judgments, most architects find it 
more secure to just stick with the plan. In Iso-
mosis I found it very liberating to be involved in 
the actual construction of the tribune. 
What better way to explore my difficult relation 
with masonry than to get involved in the actual 
construction of a brick pavilion. 
3.3. JUWÖ POROTONTM
A third stream of associations that had an im-
pact on the design process was triggered by 
the choice of the specific type of brick itself. 
The pavilion goes against current notions of 
necessity. In this it is closer to King Ludwig’s 
Venus Cave, discussed earlier in Isomosis, than 
to the infrastructure in which the yellow-pinkish 
large-size building blocks are traditionally ap-
plied. The outlandish colors and very complex 
shape of the stone are not meant to be exposed 
in a vain structure. Yet, by explicitly using this 
product of German Gründlichkeit as such, the 
structure acquires an irrational aspect that is 
hard to pin down and slightly out of place: a 
Fremdkörper.
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Het rood van Geel, 2009.
(a reflective action on Matter Matters)
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3.4. BUILT UPON THE RUINS OF A 
MORE ADVANCED GAME
A fourth stream of associations that had an 
impact on the design process was triggered by 
a book Michaël had recently read: the novel 
God Jr. written by Dennis Cooper.
MEDIATOR
God Jr. (Dennis Cooper)63
As a memorial to his deceased son, the main 
character in the novel God Jr. builds a weird 
structure in his backyard. 
The structure is based on rough sketches 
made by his son. During the construction it 
becomes clear that these sketches in their 
turn are based on a virtual building from a 
computer game the son was playing obses-
sively. The building did not seem to have any 
functionality in the game nor was it possible 
to really enter it. The son, mostly stoned, 
would stand immobile and contemplative for 
hours in front of the virtual construction. 
The father follows his son’s obsession with 
this mysterious construction. This leads him 
to the insight that the building is a remainder 
from a previous version of the game: “The 
game was built upon the ruins of a more ad-
vanced game.”
When the main character from God Jr. states 
that “the game was build upon the ruins of a 
more advanced game,” he suggests the notion 
of a fantasy structure that originates from a 
perished but superior culture. Without explicitly 
transposing this notion to the exhibition, it has 
been implicitly triggering many associations that 
shaped the exhibition and has become one of 
the possible keys to interpreting the pavilion 
and the paintings around it. 
MEDIATOR
Gameboy graphics
To give one example of the tacit associations, 
the reference triggered was to think about 
graphics and space in computer games. The 
pavilion seems to originate from a dated com-
puter game: its texture consists of a realistic 
pattern but one that is unrealistically flat and 
pixelated, its exterior shape defined by sharp-
edged surfaces that appear unnatural for mas-
sive bricks. The walls divide the space in blind 
volumes that reveal their structure only by pro-
gressing from one space to the next, reminders 
of the continuous movement through rooms in a 
computer game. The exhibition space becomes 
an arena that is crowded with characters that 
are composed of semi-recognizable, semi-
abstract elements. 
MEDIATOR
Sonsbeek Pavilion (Aldo Van Eyck, 1966)
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63 Cooper, D 2005, God Jr. Grove Press, Black Cat.
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Seven sketches for Bonus Malus.
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3.5. WALKTHROUGH
SEQUENCE OF ROOMS
On entering the gallery space you are con-
fronted with an oblique brick wall. This dynamic 
triangular space can be seen as anteroom or as 
monumental entrance.
When you would follow the direction the oblique 
wall indicates, gradually a different zone be-
comes apparent.
This rectangular space resembles a traditional 
museum room. 
After passing a very sharp corner you arrive 
again in a more dynamic triangular space.
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When following the oblique wall you reach a 
smaller rectangular room that resembles a typi-
cal gallery.
By walking to the center of the constellation you 
can enter the interior of the Neolithic Pavilion. 
The two enclosed interior spaces are secluded 
by a smooth continuous curved wall. 
Exit.
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Spatial reification64 through Chunking Maps
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64  In the gestalt theory of perception, reification is the constructive or generative aspect by which the experienced percept 
contains more explicit spatial information than the sensory stimulus on which it is based.
3.6. CHIPKA
In the next exhibition that was organized in 
Netwerk, called ‘CHIPKA’,65  our brick ‘Neolithic 
Pavilion’ from Bonus Malus would get a second 
life, a new interpretation. ‘CHIPKA’ was a the-
matic group exhibition set forth with themes of 
industrialization, innovation, utopia and archi-
tecture and is indirectly embedded in the local 
context of the city Aalst.
3.6.1. DE KRING (THE CIRCLE)
For this second life of the pavilion, we departed 
from our own observation of the built structure, 
an interpretation. Even before the pavilion was 
finished, it struck us that the pavilion emanated 
a particular atmosphere that blended science-
fiction with medieval times. For CHIPKA we 
further elaborated this atmosphere. 
One of the models that we had in mind was a 
specific scene from Tarkovsky's science-fiction 
film Solaris, more precisely the scene were the 
camera pans over a painting by Breughel 
(Hunters in the Snow),that hangs in one of the 
cabins of the spaceship that circles around the 
planet Solaris. These shots of panning over the 
snowy landscape are alternated by shots from a 
man and a woman weightlessly floating in front 
of the painting. The entire scene is accompa-
nied by organ music from Bach.
We wanted our intervention in the interior of the 
pavilion to emanate this atmosphere of science 
fiction blended with medieval times. The Magna 
Turris discs made as a reflective action that 
explored the heuristic device that I called ‘Ne-
gotiating Space, supra thick’ seemed to fit well 
in this idea. These gypsum casts show a slice of 
massive, early-medieval donjons, but when they 
are suspended on the wall, their frontal view 
also reveals a cosmic character. 
In another room of the pavilion a rectangular 
part of the wall is plastered so that this slightly 
elevated smooth white surface fits exactly the 
projection of Michaël’s animation Friends for 
Eternity (2005), an architectural dystopian and 
erotic video. 
MEDIATOR
Friends for Eternity (Michaël Van den Abeele, 
2010). Video stills.
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65 See also: http://www.netwerk-art.be/en/activities/exhibitions/433
This constellation of artifacts is accompanied by 
music from the ANS-synthesizer66  composed by 
Coil. This very particular sound-device is driven 
by a photoelectric circuit that converts image 
into sound. The machine reads the image 
scratched in the surface of emulsion-coated 
glass discs. It was designed in 1954 by the 
Russian Evgeny Murzin. Tarkovsky is one of the 
few who effectively used the devious machine 
by integrating it in the soundtrack of Solaris. In 
this way the quote “the game...built upon the 
ruins of a more advanced game” finds a new 
perspective in this second constellation.
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66  For more information see: http://en.wikipedia.org/wiki/ANS_synthesizer
3.6.2. RECODING CHUNKS
While in Bonus Malus the structure was a way to 
define a specific scenography shaping the 
existing exhibition space into a new context, a 
sequence of different spaces working together 
with Van den Abeele’s paintings and sculptures, 
it now became itself an existing context to re-
spond to, in an exhibition with a different, im-
posed theme. The structure had also become a 
part of the curator’s interpretation of the exhibi-
tion themes because he had strategically cho-
sen artists and works that worked well in com-
bination with the pavilion. 
At first, because of this huge contextual shift, a 
very fundamental intervention on the pavilion 
seemed necessary. Turning it into a ruin by 
partly demolishing it or by refinishing its surface 
by plastering the walls are just two examples of 
this initial reaction. Some other experiments and 
sketches showed that maybe only repopulating 
the pavilion with a few well-chosen artworks and 
finding a suitable title for the new constellation 
could shift the original field of possible interpre-
tations to respond to a field that fitted this new 
context.
In the process of composing the new content 
for the pavilion the possible meanings and in-
terpretations of the pavilion changed by virtually 
placing artifacts in it or confronting it with spe-
cific references to movies, places, books, and 
so on. In some combinations new experiences 
or interpretations that were not present before 
became visible in combination with these refer-
ences or artifacts. I described earlier that, for 
example, Cooper’s novella God Jr. or the levita-
tion scene in Tarkovsky’s Solaris, strongly reso-
nated with the structure. But at the same time it 
did it in a different way and highlighted different 
aspects than references we found interesting; 
for example, the visual and atmospheric memo-
ries the artist and architect both shared from 
Flemish cultural centers built in the ’eighties, the 
connotations evoked by a cellar of a man with a 
strange hobby of collecting beer bottles, the 
possible atmosphere of a future abandoned 
virgin galactic office or the claustrophobic 
space of a loud chicken fight den. 
The same shift of meaning seemed to happen 
for the objects placed in the pavilion and when 
different combinations of other works were 
made. Some combinations worked, others did 
not. Out of this blurry, associative cloud the 
combination of four works in completely differ-
ent media (video, models, music and a pavilion) 
was selected because they and the pavilion 
reinforced each other in a coherent way: the 
‘Neolithic Pavilion’ (2009), the video ‘Friends for 
Eternity’ (2005) by Michaël Van den Abeele, the 
series of five plaster models representing de-
tailed slices of medieval keeps ‘Magna Turris’ 
(2010) by Arnaud Hendrickx and the sound-
scape made on the photoelectronic instrument 
ANS in 2004 by Coil.
GLOSSARY
Recoding chunks67
This heuristic device captures an interest in 
the potential to shift meaning, to recode 
complex chunks of sensory information by 
means of naming, displacing, juxtaposition. ... 
Exit.
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67  This name refers to the notion of chunking described in: Miller, GA 1956, ‘The magical number seven, plus or minus two: 
some limits on our capacity for processing information’, Psychological Review, vol. 101, no. 2, pp. 343-352.
PERENNIAL
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4. PROJECT#4: PERENNIAL
Perennial is the final autonomous exhibition in 
the series of Art as Vacancy. It is the result of a 
collaboration with Michaël Van den Abeele and 
Richard Venlet. 
Since the reasons to involve Michaël Van den 
Abeele in Art as Vacancy are amply described 
in Isomosis and Bonus Malus and also apply to 
this project, I will, to frame the intentions for this 
project, only discuss my motivations for choos-
ing Richard Venlet. 
4.1. TYPECASTING
4.2. RICHARD VENLET
AN INTELLECTUAL MONTAGE
The oeuvre of Richard Venlet testifies to a thor-
ough affinity with design – interior and architec-
ture – at the same time as it clearly resides in 
the realm of art. In his work, we find many ex-
amples of a serving attitude. Environments, 
cabinets, installations that present, host, or 
appropriate works by others; functional and 
spatial structures that yet remain firmly an-
chored in the visual. He often finds his specific 
artistic autonomy in a heteronomous approach.
Paramount Basics (extended)68  (2002) in the 
museum for contemporary art M HKA in Ant-
werp (B), Curating the Campus69  (2003) in the 
Singel in Antwerp (B) and Recollecting Land-
scapes70  (2006) in the S.M.A.K in Ghent (B) are 
just a few instances of the many examples of 
this attitude.
The choice of working with Richard Venlet was 
motivated by this fascinating way of appropriat-
ing works by other artists. Often he constructs a 
frame: a presentation structure that, while re-
specting the works, reactivates them in a differ-
ent way. In this sense he appropriates the 
means of expression of design, interior design 
and architecture to create the autonomous in-
frastructure of his own personal artistic oeuvre. 
I recognize in Richard Venlet’s work also a filmic 
reference, no montage of attractions as with 
Gabriël Lester, but rather an intellectual mon-
tage as described by Sergei Eisenstein or in the 
Kuleshov Effect demonstrated by Lev Kuleshov. 
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68 See also: <http://www.muhka.be/toont_beeldende_kunst_detail.php?la=en&id=62>
69 <http://www.desingel.be/en/programme/architecture/7699/
curating-the-campus-richard-venlet-untitled-2002-untitled-2005>
70 <http://smak.be/tentoonstelling.php?id=343&la=en>
PERENNIAL
IS A COMPREHENSIVE ART PIECE THAT FUNCTIONS AS AN AUDITORIUM,
THOUGHT OF AS A SALON, SHAPED AS AN EVENT
AND AN AUTONOMOUS INTERIOR THAT PRESENTED SEVEN ARTIFACTS,
A LECTURING URANIUM LEAD CLOCK AND A MUSIC PIECE.
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THE EVENING PROGRAM THAT WAS OF-
FERED OVER THE COURSE OF SEVEN 
WEEKS INCLUDED SEVEN CAREFULLY SE-
LECTED EVENTS LIKE READINGS, SCREEN-
INGS AND PERFORMANCES.
PARALLEL WITH THIS EVENING PROGRAM, 
PERENNIAL WAS EQUALLY VISITABLE DUR-
ING THE DAY, AS AN AUTONOMOUS INTE-
RIOR THAT PRESENTED A SELECTION OF 
SEVEN ARTIFACTS.
#1: 27.05 - Opening
#2: 01.06 - Premiere of two video works
#3: 10.06 - Lecture on Globus Cassus
#4: 15.06 - Reading ‘Life of a sentient plant’ 
#5: 24.06 - Butoh performance
#6: 01.07 - Lecture ‘Space and the Soul’ 
#7: 06.07 - Lecture ‘Terragni’s Danteum’ 
#2: JOS DE GRUYTER & HARALD THYS #3: ARCHITECT CHRISTIAN WALDVOGEL
4#: SCI-FI WRITER MARK VON SCHLEGELL #5: BUTOH DANCER NANAMI KOHSHOU
#6: PSYCHIATRIST ERIK THYS #7: HISTORIAN PROFESSOR DIRK DE MEYER
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1. Miniature sarcophagus containing ithyphallic pseudo-
mummy of Osiris-Sokaris Egypt, reign of Ptolemy II 
Philadelphus (309 BCE – 246 BCE), private collection.
2. Magna Turris Château Gaillard 1198. Scale model 1/50, 
Arnaud Hendrickx, 2010.
3. Paul van Hoeydonck; Fallen Astronaut, 1971, collection 
MuZEE Ostend.
4. Orchidaceae, Robert Delight (blue).
5. Giuseppe Terragni  with Pietro Lingeri; Danteum. Scale 
model 1/50, courtesy vakgroep architectuur en stedenbouw, 
Ugent.
6. Jos de Gruyter & Harald Thys; Fritz, 2010.
7. Ettore Sottsass; replica, Temple of erotic dances (the Planet 
as Festival series), 1973.
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4.3. MEANING AS BRIEF
BUILDING AN OPEN-ENDED SEMANTIC WEB
In part 1 of this catalogue, ʻEvasive Actionʼ, I 
describe how my practice during my initiation in 
architecture already shifted away from symbolic 
meaning, for example by prioritizing phenome-
nological referencing over formal or symbolic 
referencing, or the diagrammatic representation 
or logical picture over the compositional repre-
sentation or natural image. Later in chapter 6.2. 
of this part, in a critical state of objectness, I will 
return to another pivotal point that triggered the 
approach of this project: a debate were Leen 
Voet and myself confronted our practice. This 
confrontation revealed that the symbolic mean-
ing observed in Leen’s work could not be iden-
tified in the work of RAUW. 
Displacing myself in the overlapping zone of art 
and architecture via Art as Vacancy offered me 
an opportunity to re-evaluate my position in 
relation to the more symbolic meaning often 
found in art – and maybe, if this would lead to 
new insights, to re-appropriate a way of dealing 
with meaning. Perennial is a project where 
meaning plays a very important role: it presents 
an environment that triggers meaning via an 
open-ended and rich semantic web. In what 
follows I will look for the heuristic devices that 
we implemented to construct this web.
4.3.1. TRANSDISCIPLINARY DESIGN
DEVELOPING A SHARED LANGUAGE
In architecture we are often confronted with 
inter-disciplinary collaborations. The architect 
works with structural engineers, energy consult-
ants, constructors, clients, artists, etc. who all 
have a specific role in the process, each ad-
dressing and responsible for a specific aspect 
in the design. If the scope of these responsibili-
ties interferes, frictions might arise. For exam-
ple, in the collaboration I had with some artists it 
was always clear from the start that they would 
offer poetical concepts and ideas and I would, 
as an architect is supposed to, express these 
ideas by designing forms, defining a way of 
constructing them and presenting drawings and 
models to the artists to check whether the de-
sign delivers. Each stays on his turf. 
However, it is an evident form of collaboration 
that I also like to engage in. I have always found 
it more challenging to work with artists who do 
not think in these disciplinary boxes, who also 
like to engage in a trans-disciplinary design.71 
The material and immaterial, the physical and 
conceptual artifact must find a singular combi-
nation in a work. Dividing concept and its mate-
rial expression is impossible in design: both are 
interdependent. This does not mean that no 
specific task can be assigned to different col-
laborators, but means that this division of tasks 
does not map unambiguously to how the work 
ultimately performs what might cause ‘fuzzy 
credits’. Also, even if a strict division of tasks 
allows the collaborators to work on the aspects 
that they are trained for, an insight from an un-
trained eye, from someone with a different 
background, might offer a fresh perspective on 
things. 
While in inter-disciplinary design each specialist 
addresses a part of the design that allows him 
to speak his own language, in a trans-
disciplinary form of collaboration every designer 
addresses the whole of the design, so there is a 
need for developing a shared language. In the 
design of Perennial we communicated an idea 
by concentrically circling around it by means of 
associations. We used the tacit knowledge em-
bodied in various references to let the different 
understandings in our three different minds 
somehow converge. 
139 / 230
71  This is very similar to the description in part 2, ‘Working With Constraints’, where I describe a similar challenge in work-
ing with structural engineers.
4.3.2. CONCEPTUAL BLENDING
ASSOCIATIVE THINKING AND ANALOGY
MEDIATOR
Conceptual Blending (Gilles Fauconnier)72
Conceptual Blending is a basic mental op-
eration that leads to new meaning, global 
insight, and conceptual compressions useful 
for memory and manipulation of otherwise 
diffuse ranges of meaning. It plays a funda-
mental role in the construction of meaning in 
everyday life, in the arts and sciences, and 
especially in the social and behavioral sci-
ences. The essence of the operation is to 
construct a partial match between two inputs 
[I1 and I2], to project selectively from those 
inputs into a novel 'blended' mental space 
[B], which then dynamically develops emer-
gent structure.73
Conceptual Blending provides a very simple yet 
powerful model to approach how analogy feeds 
the design process via the associative thinking 
embodied in references, logical pictures, and 
verbal communication.
MEDIATOR
Freek Wambacq - A girl phoned me the other 
day and said, 2009.
An example of analogy as an instrument to 
generate poetics can be found in this work of 
Freek Wambacq. It poses a custom casing 
for a basic cellular phone, on a booklet that is 
opened to a page where a picture is shown of 
the rudimentary front door of a house. Various 
similarities are discovered and/or generated 
on very different levels. Both objects share 
formal elements (rectangles, color, etc.) as 
well as more conceptual elements (customi-
zation, identity, etc.). This juxtaposition opens 
up a poetic space for interpretation, by trig-
gering associations, analogies and mean-
ings.  
I will sketch a rough example of how a shared 
language was constructed via Conceptual 
Blending of references in the case of Perennial. 
Different persons might understand the same 
thing in a different way. To understand the po-
tential of a proposal, to make the idea one’s 
own: often a reference was made to another 
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72 Fauconnier, G & Turner, M 2003, ‘Conceptual blending, form and meaning’, in Recherches en Communication 19: Sémio-
tique cognitive - Cognitive Semiotics; pp. 57-86.
73  Fauconnier adds the following example: In a European ritual, the newborn baby is carried up the stairs of the parents' 
house as part of a public event.  The ritual is meant, symbolically, to promote the child's chance of rising in life. One 
input is the ordinary action of carrying a baby up the stairs.  The other input is the schematic space of life, already struc-
tured so that living a life is metaphorically moving along a path, such that good fortune is up and misfortune is down.  In 
a partial match between these inputs, the path up the stairs corresponds to the course of life, the baby is the person who 
will live this life, the manner of motion up the stairs corresponds to how the person ‘goes through’ life, and so on. In the 
symbolic ritual, the two inputs are blended, so that the ascent of the stairs is the course of life: an easy ascent is an easy 
rise in life for the person whom the baby will become; stumbling or falling might take on extraordinary significance.
proposal, work or situation, resulting in a game 
of referential ping pong.
In reality, the design of Perennial was a very 
slow process and the discussions were fed by 
tables full of objects and books that were refer-
enced. So I will just paraphrase a summary of 
how I remember some of the most decisive 
steps. I also don’t remember exactly who said 
what but the main flow of thought remains. 
When at a certain moment the idea surfaced to 
organize the exhibition as a setting for a series 
of events, different ideas on what this setting 
should be like came forward: 
1: Maybe we could make a temporary audito-
rium like Isomosis. That Styrofoam was quite 
comfortable and good for the acoustics. 
MEDIATOR
Isomosis by Michaël Van den Abeele & Ar-
naud Hendrickx (2009)
2: It was ugly in a nice way. What I liked about 
Isomosis was not really its functionality – that 
seems evident – but that it fitted the atmos-
phere and became a part of the whole con-
cept of the performances. Not an object and 
a program as two independent elements, but 
part of the whole. 
1: Maybe we should think more in the direction 
of a salon. A living-room where a less fixed 
structure is imposed and some objects are 
placed that directly or indirectly relate to what 
is discussed.  
MEDIATOR
Salon74
3: Did you ever visit Carlo Molino’s apartment in 
Turin?
MEDIATOR
Carlo Molinoʼs apartment in Turin. 
1: No, I’ve never been in Turin.
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74  A salon is a gathering of people under the roof of an inspiring host, held partly to amuse one another and partly to refine 
taste and increase their knowledge of the participants through conversation. The image show here is by Anicet Charles 
Gabriel Lemonnier - A Reading in the Salon of Mme Geoffrin, 1755, oil on canvas, 129 x 196cm. 
3: He used this place as a ‘pied-à-terre’ where 
he received nice girls and took erotic Polaroid 
pictures of them. In another sense it was also 
his tomb. He collected things that he valued 
in this apartment and planned to die there, 
amongst these objects.
MEDIATOR
Turin Museum of Kha75
3: He was fascinated by the tomb of the ancient 
Egyptian architect Kha that is on display in a 
very nice museum in Turin. 
MEDIATOR
Sir John Soaneʼs house and museum. 
2: Somehow an (bourgeois) interior loaded with 
objects reminds me of John Soane’s museum 
in London. He must have been quite a suc-
cessful architect, judging from his collection. 
He even bought a white marble sarcophagus 
for his collection.
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75  Kha was an architect during the reigns of Tuthmose III to Amenhotep III (ca. 1390-1352 B.C.E) whose burial was discov-
ered untouched in 1906 and is reconstructed in the Turin Museum dedicated to this tomb.  
MEDIATOR
Mummified cat (John Soaneʼs collection)
1: There is also a mummified cat in his collec-
tion. Like many other artifacts, he salvaged 
this cat from a building that was being demol-
ished. They found it inside a wall.
2: In those days they used to place dead cats in 
hidden cavities to scare away rats.
3: I think I have a small green booklet written for 
a cat that lived in the museum...
MEDIATOR
Epistle to Thomas Black, Cat to the Soane 
Museum.
This game of referential ping pong ultimately led 
to a semantic web consisting of an interior 
comprising different elements, seven artifacts 
and seven events. On the one hand this web 
was very precisely constructed, while on the 
other hand it might shift slightly at any time or 
show ambiguities. Some events went as ex-
pected; some revealed that unanticipated 
things would happen.
GLOSSARY
Conceptual Blending
A heuristic device that captures an interest in 
creating an environment that triggers mean-
ing, turning the environment from a passive 
container of activities into an active partici-
pant. 
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4.4. DESIGN PROCESS
4.4.1. SITE
Perennial was held at the auditorium space of 
Wiels contemporary art center in Brussels (B)
Due to the complex political situation for funding 
in Belgium, and especially for an art center in 
Brussels, the plans to build an auditorium had 
to be put on hold and the space reserved for 
this – the so-called ‘auditorium room’ – was 
temporary used as a storage room. This felt like 
a perfect space to build a temporary audito-
rium.
Besides this more symbolic trigger, the space 
had also some specific spatial qualities we 
wanted to respond to in the design of our audi-
torium:
An oblique wall and walls with protrusions
Palimpsestic traces on the walls.
A clean, new concrete ceiling with beams 
seemingly oversized in proportion to the space.
High-contrast ‘clair-obscur’ (chiaroscuro) light 
conditions that created a moody atmosphere.
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4.4.2. NARRATIVE
We all liked a particular text that Michaël had 
recently written, which was called Invocation of 
the Mimoid. It seemed to provide a rich ground 
for discussing a central theme for the events, 
the artifacts and the interior. 
Invocation of the Mimoid describes different 
forms of communication between different life-
forms that are alien to each other.
Suppose a spatial but immaterial alien would 
visit us and read our mind. (In ufology, based on 
Hynck’s scale and Bloecher subtypes, this 
would be called a close encounter of the kind 
3F.) If he would try to understand us, this alien 
would find valuable spatial information in the 
form of memories of our being in the world be-
ing processed and synthesized in our hippo-
campus. By reliving our raw experiences, the 
alien would experience our world from the in-
side. It would know our mental maps and the 
emotions we associate with them.  
MEDIATOR
HYNCKʼS SCALE FOR ENCOUNTERS
1. Visual sightings of an unidentified flying 
object.
2. Visual sightings plus physical effects on 
animate and inanimate objects.
3. Sightings of ‘occupants’ in and around the 
unidentified flying object.
MEDIATOR
BLOECHER SUBTYPES
D.An entity is observed only inside the UFO.
E. An entity is observed inside and outside the 
UFO.
F. An entity is observed near to a UFO, but not 
going in or out.
G.An entity is observed. No UFOs are seen by 
the observer, but UFO activity has been 
reported in the area at about the same time.
H.An entity is observed. But no UFOs are 
seen and no UFO activity has been re-
ported in the area at that time.
I. No entity or UFOs are observed, but the 
subject experiences some kind of ‘intelli-
gent communication’.
If this alien then would try to communicate with 
us, it would probably try to present us with fa-
miliar things, emotions and environments by 
mimicking them – for example, by mimicking 
elements from our worst memories that trigger 
our strongest fears when it is angry at us, like 
the planet Solaris after it has been exposed to 
a high-energy X-ray bombardment.
MEDIATOR
(Stanislaw Lem) Solaris
Above we see two film stills from Andrei 
Tarkovsky’s adaptation, showing the surface 
of the mimoid planet and the illusion – the 
wife of the protagonist – it has created. 
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Mediator
Close Encounters of the Third Kind (Steven 
Spielberg, 1977)
In the image above we see Roy Neary (Rich-
ard Dreyfus) who has become completely 
obsessed with a spatial shape and is sec-
onds away from understanding its meaning 
by seeing a mountain with this shape on the 
television in front of him.
Alternatively, it may be by means of an incep-
tion of new memories, like the spatial element, 
the image of a mountain in Spielberg’s Close 
Encounters of the Third Kind.
If we were to end up in the alien’s world, it might 
present us – out of hospitality and as means of 
comforting us – with a facsimile of a familiar 
environment or interior, like Dave in the famous 
end-scene of Stanley Kubrick’s 2001: A Space 
Odyssey.
In the image above we see Dave, the protago-
nist of 2001: A Space Odyssey, appropriating 
his environment, a facsimile of a Renaissance 
interior.  A projection by an extraterrestrial intel-
ligence? 
This projected interior, just as our memories 
from which it is derived, is prone to errors and 
misinterpretations and will contain elements that 
strongly resemble things familiar to us and yet 
seem strange to us.
We implicitly used this story as a metaphor for 
the way we designed the interior of Perennial: 
as if it were evoked by an alien life-form, the 
interior feels familiar and unfamiliar at the same 
time. The interior testifies to an explicit ʻmise en 
scèneʼ, a make-believe that includes fake shad-
ows and misinterpreted ornament.
To maximally disconnect the interior from its 
surroundings it is conceived as a box within a 
box. 
The carpet and walls are cut in a geometrical 
pattern that balances between a slightly twisted 
version of ornaments and moldings found in a 
typical bourgeois interior and technical seams 
that reveal how the construction is materialized.
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The elliptic, slightly tinted glass plates and the 
rectangular openings behind them can be in-
terpreted as mirrors that reflect a fragment of 
ourselves, frames that define a perspective on 
an aesthetic composition, or windows that re-
veal a glimpse of a parallel world or another 
time zone.  
The fake shadows might suggest a spatial 
illusion of depth or dust produced by a ventila-
tion system or may even be considered as an 
inverted paraphrasing of Plato’s allegory, where 
the shadows would not be the projection of 
things, but their origin.
The interior of Perennial is a heterotopia;76 a site 
that undermines stable relationships, disrupts 
conventions of order and negates straightfor-
ward categorization: a curious slippage be-
tween the familiar and the unfamiliar. 
147 / 230
76 Foucault, M 1984, Dits et écrits,  des espaces autres! (Conférence au Cercle d'études architecturales), Architecture, 
Mouvement, Continuité, 1967, pp. 46-49
4.5. VISITING THE INTERIOR
A WALKTHROUGH
We enter Perennial via an intermediate space, 
resembling something like an air-lock or de-
compression chamber. A sliding door displays 
the events so they become an integrated part of 
the installation. 
The elliptical door opening has a raised sill, a 
threshold one has to step over. This ‘unadapted’ 
functional detail is effective: it strengthens the 
experience of stepping into another space, 
another time zone, a heterotopia, where time 
flows differently than it does outside.
When we enter the room, we see a unified aes-
thetic interior displaying seven historical arti-
facts. The immersive environment seems to be 
a hybrid mix of a salon, a jewel box and a time 
machine. The uranium-lead clock is overlooking 
the space and is incessantly lecturing on ob-
servation and time.
The uranium lead clock is a very slow, baroque 
cuckoo clock. A small chunk of uranium-238 is 
placed in a lead shell. This uranium very slowly 
transforms into lead. The half-life of uranium-
238 is 4.5 billion years, so it would not be far-
fetched to say that this clock runs in another 
time scale as carbon-based life.
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The clock tells the fictitious story of how a group 
of Gongshi77  scholars developed a whole new 
perception of the world after they are confronted 
with a meteorite.78
The seven objects we find in niches of the 
interior are linked by the embodiment of a future 
oriented vision. Most of these future visions date 
from a near or distant past. These visions re-
mind us of epic endeavors to escape, resist or 
transform our concepts of time and space. 
Even if time may have caught up with most of 
these visions and even if an object may appear 
dated, it is reactivated and transported to the 
present in dialogue with other artifacts and the 
interior.
Exit.
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77  Gongshi: scholar's rocks or viewing stones is a Chinese tradition to appreciate rocks for religious or aesthetic purposes 
or for their dramatic form, their wondrous colors, or the feelings they evoke in the viewer.
78  A transcription of this lecture can be found in the appendix of this catalogue.
4.6. PARTICIPATING AN EVENT
PERENNIAL #5 FRIDAY 01 JULY 8 PM WIELS
If you attended psychiatrist Erik Thys’ lecture on 
‘Space and the Soul’ you would probably have 
received an invitation by mail or read the an-
nouncement on the website of Wiels:
 The unfathomable darkness of space mirrors 
the strangeness of human consciousness. 
Are we intelligent machines that have no 
direct contact with anything, or are we con-
nected with everything? Are our minds more 
than our brains? Does the soul exist? Without 
hope or fear, the recent discoveries of brain 
science are discussed.
Together with over fifty other visitors you wait in 
front of the space. When the black door slides 
open at 8pm sharp a foldable chair is handed to 
you from a stack of chairs in the entrance. You 
step over the raised sill of the elliptic door open-
ing and you enter the space.
Inside the salon, as always at the start of an 
event, a music piece – also by Erik Thys – is 
now playing. The piece creates the impression 
of an endless descending pitch via a mathe-
matical musical technique. This dramatic wel-
come gives you the impression that you have 
stepped into a time machine that departs on a 
journey, leaving familiar grounds.
During the lecture,79  the content of the lecture 
resonates with different objects and previous 
events. The environment functions as a mean-
ing synthesizer or a pinball machine, where 
temporally unstable relations are formed and 
some artifacts come alive for a brief moment, 
their meaning re-calibrated to a new context.  
Sometimes this is by a coincidental or superfi-
cial overlap (like the shared roundness of the 
Voyager Golden Record and a section through 
a medieval donjon tower).
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79  The transcription of this lecture is added to the appendix of this catalogue
Sometimes it is by an intended and relevant 
correlation (like the Voyager Golden Record and 
the fallen astronaut).
Sometimes it is via an indirect resonance (as via 
the golden record, a resonance is created be-
tween two other space- and time-travelers).
The objects in the salon might come alive as 
observers, guardians, opponents...
When the event is finished, you take your fold-
able seat and place it back on the stack.
Exit.
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5. GLOSSARY
SUMMARY
GLOSSARY
Because itʼs there (ProMotion)
‘Because it’s there’ is a heuristic device 
drawn from the installation ProMotion. It is a 
name that is intuitively given to capture its 
double ambition: 
Because it’s there also suggests that design 
decisions for shaping a project are made, just 
because it’s there, in that context, on that site, 
that the work had to be conceived. It cap-
tures an interest in exploring the potential of a 
spatial composition for triggering mental 
interaction with the observer and the context 
in which it is active. An interest in spatial 
mechanisms triggers a different reading of a 
space by considering the site as a brief.
Because it’s there suggests that an observer 
interacts with an artifact just because it’s 
there. It captures an interest in exploring the 
potential of a functional artifact for triggering 
physical interaction with the observer that is 
not based on functional needs but on experi-
ential expectations, an interest in spatial 
mechanisms that trigger movement and other 
forms of physical interaction by considering 
interaction as a brief.
Because itʼs there #1 - Framing Space
Highlighting a specific aspect of Because it’s 
there, Framing Space wants to capture an 
interest in site specificity as creating an envi-
ronment that provides affordance for mental 
interaction with a site.
It refers to the traditional framing of views 
commonly found in architecture and wants to 
expand this by including other notions such 
as: mapping as intervention, strategic posi-
tioning (relational negotiation), point of view 
(isovist), displacing a room, tracing traces...
1. Autonomous mapping (ProMotion)
Highlighting a specific aspect of Framing 
Space, Autonomous mapping captures the 
poetic and sculptural potential of analogy 
embodied in the creat ion o f three-
dimensional logical pictures of a site.
2. Mapping as intervention (ProMotion)
Highlighting a specific aspect of Framing 
Space, Mapping as intervention captures the 
poetic potential that emerges when an artifact 
becomes a lens through which we mentally 
engage with a space.
3. Strategic positioning (ProMotion)
Highlighting a specific aspect of Framing 
Space, Strategic positioning then captures 
the poetic potential that emerges when an 
artifact by its careful placement interacts with 
a space.
Because itʼs There #2 - ProMotion
Highlighting a specific aspect of Because it’s 
there, ProMotion wants to capture an interest 
in appropriating architectural mechanisms for 
their potential to create an environment that 
provides affordances for physical interaction. 
It also refers to architectural heuristic devices 
as enfilade, vantage point, blind summit, 
chunking maps...
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1. Contextual Inhibitions (ProMotion)
This heuristic device captures an interest in 
the spatial conditions that influence our ten-
dency to physically interact with a spatial 
situation, in the complex system of subjec-
tive, social and cultural restraints that filter the 
affordances that one picks up from an envi-
ronment.
2. Intensive Differences Drive Processes 
(ProMotion)
This heuristic device captures an interest in 
thinking in intensities via the notions of inten-
sive differences, nesting of intensities, inten-
sification of extensities, an attractive constel-
lation. Where in physics a difference in, say, 
temperature drives an actual physical proc-
ess in which molecules are directly affected, 
in considering the spatial experience of archi-
tecture these differences drive virtual, mental 
processes that might result in a conative 
drive that in its place might trigger physical 
interactions.
3. Embodied simulation (ProMotion)
This heuristic device captures an interest in 
considering the perceiving of an environment 
as mentally simulating our interactions with 
the space and by mostly unconsciously do-
ing so we create experiential expectations 
that might attract us.
3.1. Enfilade (ProMotion)
A spatial situation consisting of a rhythmic 
sequence of aligned spaces functions as a 
possible attractor for embodied simulation 
and hence triggers interaction with an ob-
server.
3.2. Vantage Point (ProMotion)
A spatial situation that affords an advantage 
(like offering an overview, an opportunity to 
touch the ceiling...) compared to other situa-
tions, functions as a possible attractor for 
embodied simulation and hence triggers 
interaction with an observer.
3.3. Blind Summit (ProMotion)
A spatial situation that gradually leads to what 
is expected to give a wider perspective, ex-
pected to be a vantage point, triggers an 
expectation that functions as a possible at-
tractor for embodied simulation and hence 
triggers interaction with an observer.
4. Chunking Maps (ProMotion)
Highlighting a specific aspect of ProMotion, 
Chunking maps wants to capture an interest 
in how actions and movement though space 
generate mental maps of a space. It also 
refers to how chunks of space create chunks 
of experiences that are combined to form a 
whole where the parts define the whole, and 
vice versa.
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GLOSSARY (SUMMARY)
Negotiating Space (Isomosis)
This heuristic device is drawn from the instal-
lation Isomosis and captures an interest in 
creating an environment that is shaped 
through the negotiation of two agents. 
Architectural means of expression often ex-
pressed in opposing couples (solid / void; 
inside / outside; load-bearing / being sup-
ported, etc.) that can be considered as inter-
acting agents or mediators that structure 
architectural thinking. 
1. Nuancing Dichotomies (Isomosis)
This heuristic device captures an interest in 
reflecting on and nuancing the seemingly 
opposing couples in the means of expression 
of architecture.
1.1. Supra thick (Isomosis)
This heuristic device captures an interest in 
thickness that nuances the apparent dichot-
omy of solid and void by inverting Marcel 
Duchamp’s concept of ‘Inframince’ (Infrathin): 
more specifically, a thickness that has be-
comes so thick that it defines a new space on 
its own. It is a space that one cannot perceive 
or experience directly, in a single glance, but 
though ‘chunking maps’ and combining pre-
cepts in order to mentally construct, apper-
ceive and experience its thickness.
1.2. Ephemeral Agents (Isomosis)
This heuristic device nuances the apparent 
dichotomy of solid and void by considering 
the space-structuring potential embodied in 
the negotiation of immaterial, atmospheric 
and dynamic elements like photons or water 
particles, the usage of a space...
1.3. Tracing Boundaries (Isomosis)
This heuristic device nuances the apparent 
dichotomy of solid and void by tracking 
down, registering and redefining the bound-
ary surface (like fences, walls, territorial bor-
ders...) that negotiates between two physical 
or conceptual agents.
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GLOSSARY (SUMMARY)
Conceptual Blending (Perennial)
This heuristic device captures an interest in 
creating an environment that triggers mean-
ing, turning the environment from a passive 
container of activities into an active partici-
pant. 
1. Adjusted Copy (Isomosis)
This heuristic device captures an interest in 
the poetic potential of creating a replica with 
a twist, by consciously misinterpreting the 
source and/or consciously adjusting it to the 
destination so that a poetic tension arises in 
the difference between the original and the 
replica – for example, in terms of scale, mate-
riality, gender, etc. It is a specific form of what 
in art is generally known as appropriation or 
borrowing. 
2. Pointer to Void (Isomosis)
This heuristic device nuances the apparent 
dichotomy of solid void by focusing on the 
poetic and hermeneutical potential of the 
symbolic void, on that which is consciously 
absent or omitted.
3. Animism (Bonus Malus)
This heuristic device captures an interest in 
the poetic potential in rediscovering the pre-
rational or allowing the post-rational notion 
that endows non-living things with life.
4. Recoding Chunks (the Circle, CHIPKA) 
This heuristic device captures an interest in 
the potential to shift meaning, to recode 
complex chunks of sensory information by 
means of naming, displacing, juxtaposition. 
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6. EPILOGUE
ON EMANATING STRUCTURES
6.1. SUBSTANTIATING 
DISPLACEMENT
In the summary of the glossary of part three I 
have given an overview of the heuristic devices 
I extracted from making the PhD-related pro-
jects. In this overview, three main devices came 
forward that each contain a group of sub-
categories: Because It’s There, Negotiating 
Space and Conceptual Blending. 
In the first place, I have identified a shift in these 
conceptual frameworks: they gradually move 
away from the habitual approach found in the 
work of RAUW and the heuristic device the 
Spatial Scenario: Because It’s There (by ad-
dressing motion and site specificity) confirms 
and expands an existing interest; Negotiating 
Space (by nuancing my relation with some spe-
cific means of expression of architecture) ques-
tions and re-calibrates an existing interest, and 
Conceptual Blending (by addressing symbolic 
meaning) simply adds a new interest. 
In the second place, I have identify two different 
topics in them: Because it’s there and Concep-
tual Blending address concepts relating to ap-
perceiving and interpreting space, while Nego-
tiating Space addresses concepts that suggest 
a way of dealing with the means of expression 
of architecture and with what pertains to the 
realm of conceiving space.
In the third place, I have observed that all three 
conceptual frameworks entail a form of appro-
priation as a means to bridge the gap between 
the actual, physical world to which architecture 
belongs and the virtual, immaterial world in the 
mind of an subject, to which architecture also 
belongs: Because It’s There and Conceptual 
Blending reflect an interest in enabling a sub-
ject to physically or mentally interact with an 
actual perceived object, and Negotiating Space 
reflects an interest in how an appropriation of 
the means of expression of architecture by an 
architect (subject) enables ways to conceive an 
actual object. 
Finally, I have observed that the concept of 
displacement that almost perfectly maps to the 
three conceptual frameworks.
To be able to formulate a condensed summary 
of the PhD I will derive five central concepts 
from the last three of these observations to fi-
nally arrive at the last chapter that puts these 
concepts to use in a short summary that also 
explains the title of this PhD. 
6.1.1. CONCEIVING & APPERCEIVING
SPACE, THE ARCHITECT’S MACGUFFIN
The first two of five concepts I will use for sum-
marizing this research is the couple of conceiv-
ing and apperceiving space. I will explore these 
concepts by means of formulating a description 
of the central aim of the artistic spatial practice.
The essential element of architecture, or any 
other spatial artistic practice for that matter, is 
space. Hence it is tempting to define it as a 
practice that engages with the production of 
space. I find this definition useful, not for the 
sake of the definition in itself, but because of the 
questions that it implicitly raises. By formulating 
the aim of this kind of practice as the production 
of space, two interesting contradictions come to 
mind concerning how space is actually pro-
duced: a spatial artistic practice does not pro-
duce space, but conceives ways to structure 
matter; and a spatial artistic practice does not 
produce space – the observer does. (Space or 
spatiality is ‘produced’ through a subject’s ap-
perception of that matter.) These two opposi-
tions led to two different approaches.
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A. CONCEIVING WAYS TO STRUCTURE 
MATTER (CONCEIVING SPACE)
MEANS OF EXPRESSION AS A WAY OF THINKING
It is evident that a spatial artistic practice does 
not actually produce space. The amount of 
(absolute) space in the world is not influenced 
by the practice. It indirectly tampers with the 
intensities and qualitative properties of space 
by structuring its opposite: matter. Or, as amply 
described in chapter two of part two of this 
catalogue, ʻIntensive thinkingʼ, we could say that 
a spatial artistic practice creates sensory ag-
gregates by structuring matter in such a way 
that it establishes new differences in intensities 
that in their turn alter the qualitative properties 
of a chunk of space.  
Considering the fact that a spatial artistic prac-
tice often does not build the material artifacts it 
conceives, it makes the relation between the 
subject and the realized object indirect. Since 
only now and then is an architect also a builder, 
the most intrinsic activity of a spatial artistic 
practice is to conceive ways to structure matter 
so that it creates intensive differences.
MEDIATOR
Deleuze on having ideas:
Everyone knows that having an idea is a 
rare event. To have an idea is not some-
thing general. We don’t have general 
ideas. An idea is something that is already 
dedicated. The one who has the idea is 
already dedicated to a domain. An idea is 
rather an idea in painting, literature, phi-
losophy, science. We should think of ideas 
as potentials, but potentials that are al-
ready engaged in a mode of expression. 
Inseparable from the mode of expression, 
I cannot say I have a general idea. Only in 
function of the techniques I know, I can 
have an idea in a domain.80
If we continue the reasoning that creative ideas 
are inseparable from the mode of expression of 
a discipline, the creative act of conceiving 
space can be situated internally to the disci-
pline. Through the architect’s knowledge of the 
means of expression, architecture becomes a 
medium to think with and through. Conceiving 
space entails an inward focus on disciplinary 
means of expression and gives it a more intra-
disciplinary or autonomous character. 
At the same time, when we express an idea, 
upon perceiving this expression, we also cali-
brate the means of expression of the medium 
we use for expressing it. In the functioning of 
this expression we gain new knowledge over 
these means. In that sense, our model of and 
hence our subjective relation with the means of 
expression changes. We might make general 
principles our own, generalize specific insights 
– in short, we appropriate the means of expres-
sion of the medium we use.
Art and architecture have both developed rules 
and tools to conceive ways to structure matter 
(rules and tools sometimes comparable and 
sometimes quite different), resulting in similar 
and different means of expressing themselves. 
In Art as Vacancy I have tried to gain insights 
into some of these differences and overlaps to 
see whether this provides fertile ground to re-
calibrate my personal relation with the means of 
expression.
The conceptual framework of Negotiating Space 
initiated by confronting my practice with Mi-
chaël Van den Abeele’s tendency towards an 
emancipation through regression in the project 
Isomosis and further developed in the reflective 
actions on this project, has provided me with 
some heuristic devices to think slightly differ-
ently through the means of expression of archi-
tecture.
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80  Transcript from a lecture on the creative act: Deleuze, G 1987, ‘Qu’est-ce que l’acte de création?’ See also: 
<http://vimeo.com/20708813>, viewed 21 July 2012. 
B. THE OBSERVER PRODUCES SPACE 
(PERCEIVING SPACE)
SPACE AS AN AUTO-MOBILIZATION MACHINE 
MOVEMENT OF THOUGHT
MEDIATOR 
Slavoj Zizek on the Reality of the Virtual:
This brings us to the constitutive ambiguity 
of the relationship between actual and 
virtual: the human eye REDUCES the per-
ception of light; it actualizes light in a cer-
tain way (perceiving certain colors, etc.), a 
rose in a different way, a bat in a different 
way... The flow of light ‘in itself’ is nothing 
actual, but, rather, the pure virtuality of 
infinite possibilities actualized in a multi-
tude of ways; on the other hand, the hu-
man eye EXPANDS perception – it in-
scribes what it ‘really sees’ into the intri-
cate network of memories and anticipa-
tions (like Proust with the taste of made-
leine), it can develop new perceptions, 
etc.81
The production of a spatial artistic practice is 
somehow placed in the world, materialized. 
While most sensory aggregates, like a building 
or installation, are materialized in an immobile 
and fairly stable way, the virtual spatial potential 
of differences and intensities created by this 
structured matter is dynamic. It only actualizes 
itself, temporarily, through an observer who 
perceives, makes sense of, uses and builds a 
subjective relation with it. In that sense, the 
spatial artistic practice creates a space of pos-
sibilities, a virtual space of potential which al-
ways remains not fully actualized.
Every event, every interaction with an architec-
tural object, influences the mental model we 
have from it and alters our subjective relation 
with it. The spatial sensory aggregate provides 
an environment that influences mental proc-
esses: it might influence our mood (affective), 
our thinking (cognitive) and our actions (cona-
tive). By hosting our memories it might even 
shape our being in the world and allow a form 
of identification that expresses aspects of our 
self.
MEDIATOR
Deleuze on the automatic nature of thought:
Something in the world forces us to 
think.82
We could say that the artistic spatial practice 
produces thinking by creating affects and per-
cepts. In this light, architecture – being an artis-
tic spatial practice – can be seen as a medium 
that makes us think.
Conceiving space is inwards oriented towards 
the rules and tools pertaining to the discipline. 
Perceiving space entails an outward focus to-
wards how an observer might experience 
space. The activity of conceiving space is char-
acterized by a more autonomous aspect, the 
activity of perceiving space, by a more extra-
disciplinary or heteronomous aspect.
At the same time, when perceiving a sensory 
aggregate we also consciously or uncon-
sciously build a personal model of the possibili-
ties of the medium that is put to work in the 
aggregate. It confirms, expands or drastically 
changes our model of its means of expression. 
So even when they embody a different mental 
process (thinking vs being thought), conceiving 
and perceiving are mutually dependent and 
influence each other. 
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The conceptual framework of Because Itʼs 
There (initiated by confronting my practice with 
Gabriël Lester’s tendency toward creating a 
montage of attractions in the project ProMotion 
and further developed in the reflective actions 
on this project), and of Conceptual Blending 
(initiated by confronting my practice with Rich-
ard Venlet’s tendency toward creating a mental 
montage in the project Perennial), and further 
developed in the reflective actions on this pro-
ject, provide some heuristic devices that have 
altered my knowledge of how the spatial artistic 
practice may structure matter that, upon apper-
ception by an observer, establishes an envi-
ronment that affects our thoughts and makes us 
physically or mentally interact.
This concept of an apperception of structured 
matter that triggers interaction resonates 
strongly with Richard Blythe’s concept of archi-
tectural objects seen as Tickling Toys .
MEDIATOR
Tickling Toys (Richard Blythe)83
In his PhD A Terroir of Terroir (or a brief his-
tory of design‐places) Richard Blythe appro-
priates "i#ek’s notion of the the Tickling Ob-
ject84  and transposes it to architecture and 
more specifically to the playful surface twists 
identified in the work of Terroir by considering 
architectural objects as Tickling Toys.
[... T]he object is not a mute and passive 
thing in the subject’s active perceiving, but 
rather, that the object acts, as for example 
in the object cause of desire. Therefore, 
the architectural moment can be under-
stood as the moment in which object (the 
building) acts on the subject, or ex-
pressed in "i#ekian terms, the object ‘tick-
les’ the subject. 
Considering architecture as a Tickling Toy pro-
vides a model that likens being triggered to 
construct a subjective ʻmontage of attractionsʼ 
or ʻmental montage  ʼwhen immersed in an envi-
ronment to being subjected to a playful tickling 
that emanates from an object. This metaphor 
also places the observer in the position ʻto sub-
ject himself or to objectʼ. The playfulness is a 
crucial addition to the concept of the Tickling 
Object because it matches architecture’s need 
to accommodate ʻcontinual acts of rediscovery 
through repeated experience.  ʼ Every repeated 
interaction shifts, updates or questions the 
model the subject already constructed from his 
earlier interactions with the Tickling Toy in ques-
tion, which is clearly a form of appropriation of 
this Tickling Toy by the Ticklish Subject .
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C. APPROPRIATION
TSCHUMI AND LEFEBVRE
The third of five concepts I will use for summa-
rizing this research is appropriation. I will pro-
pose a definition for this word by further explor-
ing the concepts of conceived and perceived 
space. 
Drawing a generalized distinction between 
these two modes of engaging with space is in 
itself not novel or unique. For example Bernard 
Tschumi and Henri Lefebvre draw a similar 
distinction and propose their own conceptual 
blends as a possible bridge: Tschumi proposes, 
  the imaginary blending of the architectural 
rule and the experience of pleasure.
Lefebvre proposes the concept of lived space 
that blends the two into a space of more local 
and personal forms of knowledge. 
MEDIATOR
Architectural paradox (Bernard Tschumi) 
In ‘Questions of Space: The Architectural 
Paradox of the Pyramid and the Labyrinth’ 
Bernard Tschumi extends to space the disun-
ion that Roland Barthes describes between 
writing (the creation of a form, conception) 
and reading (the interpretation of the created 
form, perception).
The pleasure of the text is the moment 
when my body pursues its own ideas – for 
my body does not have the same ideas I 
do.85
Tschumi translated this in a duality of space 
in architecture – conceived space and per-
ceived space:
By focusing on itself, architecture has 
entered an unavoidable paradox that is 
more present in space than in anywhere 
else – the impossibility of both questioning 
the nature of space and at the same time 
experiencing a spatial praxis.86
Tschumi elaborates his view on the paradoxi-
cal nature of architecture by departing from 
the essential architectural activity: to define 
space. In architecture, to ‘define space’ can 
mean two distinct things: specifying the na-
ture of space and determining the physical 
boundaries of space. 
The first interpretation suggests conception 
as the essence of space: To place something 
new in the world, we first have to conceive it. 
It is this product of the mind that is constitu-
tive of architectural space. 
Conceived space is concerned with question-
ing the nature of space, space as a ‘mental 
thing’.
The second interpretation suggests percep-
tion (experience) as the essence of space: 
space is ‘real’. The physical presence of 
space is fundamentally sensorial. The bodily 
senses are struck directly by space. The 
body occupies space, and its materiality 
coincides with the materiality of space. 
Perceived space is concerned with experi-
encing a spatial praxis, space as a ‘material 
thing’.
This paradoxical duality presents the problem 
of a disparity between ideal space (the out-
come of mental processes) and material 
space (the result of physical production) that 
is inherent to architecture. Only by accepting 
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86 Tschumi, B 1975, ‘Questions of space: the pyramid and the labyrinth (or the architectural paradox), Studio International, 
Sept.-Oct. 1975, p. 127.
the paradox and the intrinsic subjectivity of 
the architectural experience transcendence is 
possible: 
As long as social practice rejects the 
paradox of ideal and real space, imagina-
tion – interior experience – may be the 
only means to transcend it. ... [T]he solu-
tion of the paradox is the imaginary blend-
ing of the architectural rule and the expe-
rience of pleasure.87
MEDIATOR
Lived Space (Henri Lefebvre)
Just as the Cartesian dualism, conceived 
and perceived spaces seem to be en-
gaged in a deadlock of opposition without 
the slightest possibility of reconciliation. It 
is not until many years later, when Lefeb-
vre has accumulated abundant knowl-
edge of rural and urban everyday life, 
does he begin to see lived space as a 
bridging concept capable of solving the 
conflict. ... The third term of lived space is 
balanced carefully between the two poles 
of conceived space (purely idealism) and 
perceived space (pure materialism). It 
embodies both elements without being 
reducible to either. It is the space of con-
naissance ... less formal or more local 
forms of knowledge.88
I see many overlaps between these approaches 
and the one suggested in this catalogue. 
First we might define art and architecture by its 
output: a collection of actual artifacts, structured 
matter that affects us through the intensive dif-
ferences its placement in the world creates; or, 
as Tschumi states, a way to define space is in 
the sense of determining the physical bounda-
ries of space.
As described in part 2 of this catalogue in a 
critical state of objectness, I see architectural 
and artistic works as hybrid artifacts that are a 
singular blend of a conceptual and a material 
artifact; that, through the materiality of the me-
dium, something is presented which transcends 
materiality. This materiality might only be a tiny 
bunch of photons or pixels, yet it is only through 
this (re)structuring of matter that the artifact is 
placed in the world and enables actualization 
by an observer. 
In my view, pure idealism cannot be considered 
as a work of art or architecture, because it is 
has no placement in the world; and pure mate-
rialism makes no sense because there is no 
subject to make sense of it. Artistic and archi-
tectural works are intrinsically material and yet 
are only actualized at the moment of their ap-
perception by a subject. 
Since René Descartes made a sharp distinction 
between thought (subjectivity) as the essence 
of the mind and extension (the occupation of 
space) as the essence of matter, a substantial 
part of Western philosophy has been a reflec-
tion on bridging the seemingly unbridgeable 
gap between object and subject. The sub-
ject–object problem arises from the assumption 
that the world consists of objects (entities) 
which are perceived by subjects (observers). A 
subject is a being capable of having subjective 
experiences and of constructing a subjective 
relationship with another entity.
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MEDIATOR
Mental Space (Robert Young)
Mind–body dualism and the subject–ob-
ject distinction are basic to a list of di-
chotomies which plague our sense of 
humanity and its place in nature: science 
– arts, nature – culture, fact – value, sci-
ence – morality, animal – human, mecha-
nism – purpose, outer – inner, determined 
– free. 
I shall argue that we can – and inescapa-
bly must – retain spatial ways of thinking 
but that we need not treat what we know 
as alien from us, like a thing – reified.
Both the mind which is 'in' the body and 
the subject which knows objects 'out 
there' are capable of being conceived in 
very different ways.89
In practice we do not seem to experience the 
Cartesian deadlock of opposition between 
object and subject, between the artistic or ar-
chitectural object that is placed in the world and 
the apperceived model we have constructed of 
it in our subjective minds. This suggests that we 
implement a way to bridge this object–subject 
gap. 
MEDIATOR
Transitional Object (Donald Winnicott)
A transitional addresses a space between the 
inner and outer environment, a distinct third 
area, where objects are located that are not 
purely a matter of the inner, subjective world, 
nor purely a matter of the outer, objective 
world, but partake of both. A personal, hence 
highly variable, potential mental space, where 
our internal world can be extended outward 
and our external world inward. In transitional 
space, transitional objects can be found 
which may become imbued with meaning 
beyond what they are in reality. 
Winnicott also suggest that this space is the 
place for experiences, for creativity, for cul-
tural life as a whole. It is a space 'that is in-
termediate between the dream and the reality, 
that which is called cultural life.'90
During the course of this PhD I already 
sketched many different theories that provide 
models as to how this gap might be bridged. 
Even if they are all relevant to highlight some 
aspect, I find yet another model particularly 
powerful to help me understand the functioning 
of hybrid artifacts: Donald Winnicottʼs transi-
tional object. I also find many resonances be-
tween Winnicott’s model and Juhani Pallasmaa’s 
approach that architecture structures our being-
in-the-world and articulates the surface be-
tween the experiencing self and the world. 
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MEDIATOR
Boundary Surface (Juhani Pallasmaa)
The mental task of buildings and cities is 
to structure our being-in-the-world and to 
articulate the surface between the experi-
encing self and the world.91 
All art articulates the boundary surface 
between the Self and the world both in the 
experience of the artist and the viewer. In 
this sense, architecture is not only a shel-
ter for the body, but it is also the contour of 
consciousness, and an externalisation of 
the mind. Architecture, or the entire world 
constructed by man with its cities, tools 
and objects, has its mental ground and 
counterpart. The geometries and hierar-
chies expressed by the built environment, 
as well as the countless value choices 
they reflect, are always mental structures 
before their materialisation in the physical 
environment. Our world is structured on 
the basis of mental maps.92
In Winnicott’s model of the transitional object the 
gap between the subject and object is bridged 
by appropriation. Appropriating an object is 
building a personal relation with it so that it 
becomes imbued with meaning beyond what 
the object is in reality.
MEDIATOR
Distracted perception (Walter Benjamin)
In Benjamin’s view architecture can be:  
…appropriated in a twofold manner: by 
use and by perception – or rather, by 
touch and by sight. ... Tactile appropria-
tion is accomplished not so much by at-
tention as by habit. As regards architec-
ture, habit determines to a large extent 
even optical reception. The latter, too, 
occurs much less through rapt attention 
than by noticing the object in incidental 
fashion.93
MEDIATOR
Equilibration (Jean Piaget)
We internalize our knowledge of our environ-
ment and how we personally relate to it, by 
means of cognitive structures – schemata – 
that originate from action in this environment.
Linking knowledge and action entails a dy-
namic and bi-directional process. This proc-
ess aims at attaining a balanced relation, an 
equilibrium between internal schemata and 
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92  Pallasmaa, J 2001, ‘Lived space: embodied experience and sensory thought’, Oase, vol. 58, pp. 13-34.
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the experiences resulting out of actions. 
Piaget calls this process of looking for a fit 
‘equilibrating’.
Many different models also exist on how we 
appropriate or build mental models of the 
physical or conceptual artifacts. For example, 
child psychologist Jean Piaget proposes an 
equilibration of mental models based on knowl-
edge gained from actions performed in an envi-
ronment, cultural philosopher Walter Benjamin 
sees appropriation situated in distracted per-
ception and habit, and neuroscientist Edvard 
Moser administers much importance to the 
proprioceptive sense in the process of building 
mental models of an environment. 
What all these models share is that appropria-
tion is action-based. These actions might be 
physical as well as mental interactions with an 
environment. This clearly relates closely to the 
heuristic device Because itʼs there that focuses 
on an environment that triggers mental (Framing 
Space) or physical (ProMotion) interaction. 
Since I consider the heuristic device Conceptual 
Blending as a more general case of Framing 
Space, both a form of apperceiving and blend-
ing spaces though a mental interaction with it, 
these two heuristic devices provide means to 
bridge the gap between object and perceiving 
subject by appropriating the environment 
(object) by physically or mentally interacting 
with it.
Besides defining art and architecture by its 
output, the hybrid artifacts it produces, we 
might also define art and architecture each by 
its respective virtual set of rules. These rules 
constitute a virtual space of possibilities to 
conceive ways to structure matter so that it cre-
ates intensive differences, accessible through 
its means of expression. This is very similar to 
what Tschumi states as a way to define space in 
the sense of specifying the nature of space.
In this case, appropriating means building a 
personal relation with the means of expression 
that a disciplinary field offers. This closely re-
lates to the heuristic device of Negotiating 
Space that focuses on ways to conceive an 
environment shaped by two negotiating agents. 
In that sense, Negotiating Space provides a 
means to bridge the gap between object and 
conceiving subject by appropriating the means 
of expression as a way of thinking by interacting 
with them.
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D. DISPLACEMENT
The fourth of five concepts I will use for summa-
rizing this PhD is displacement. The concept of 
displacement matches the three conceptual 
frameworks discussed in part 3 of the cata-
logue. I will illustrate this with a thought experi-
ment:
Imagine slicing off one meter of the highest 
summit and throwing this chunk of rock into the 
deepest trench in the sea. This action would 
entail three different forms of displacement.
First of all, the chunk of rock would undergo a 
displacement in the sense of a movement (rep-
resented as a vector):
Secondly, the seawater and the rock would 
negotiate a new sea level by an infrathin dis-
placement of water  (represented as a load line 
of a ship).
Thirdly, without undergoing any physical 
changes, the chunk of matter formerly known as 
the summit of the world would in this new con-
text find its meaning displaced to the chunk of 
matter that defines the deepest point of the sea 
(represented as the basic diagram of Concep-
tual Blending).
These three notions of displacement match with 
the three heuristic devices discussed: Because 
itʼs there, Negotiating Space, and Conceptual 
Blending.
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Because it’s there – ProMotion focuses on an 
environment that provides affordances for physi-
cal interaction and matches with the first mean-
ing of displacement described before and rep-
resented as a vector.
Negotiating Space focuses on ways to conceive 
an environment shaped by two negotiating 
agents and matches with the second meaning 
of displacement described before and repre-
sented as a load line of a ship.
Because it’s there – Framing Space and Con-
ceptual Blending focus on an environment that 
provides affordances for mental interaction and 
match with the third meaning of displacement 
described before and represented as the basic 
diagram of Conceptual Blending.
E. SUBSTANTIATING
The fifth of five concepts I will use for summariz-
ing this research is substantiating. Here I will 
simply rely on the dictionary definition:
 1: to give substance or form to
 2: to establish proof or evidence of
The only adjustment I want to make to the sec-
ond definition is that, in my use of the word 
‘substantiation’ in the sense of ‘to establish 
evidence of’, I will interpret evidence in the 
phenomenological sense.94
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6.1.2. CONDENSED SUMMARY
SUBSTANTIATING DISPLACEMENT
So to summarize the research I will describe its 
process as concisely as possible:
In general, this PhD by project substantiates 
(establishes by evidence) my displacement 
from the centre of architecture to a more liminal 
position in the overlapping field of art and archi-
tecture as enabled by Art as Vacancy. This 
methodological displacement reveals and ques-
tions the fundamental frameworks I work 
with(in), by actively engaging with mediators 
(i.a. art & artists) in the design and creation of 
architecture, in order to explore the transitional 
space between subject and object.
As a result of this process, I have developed 
new series of works that have uncovered heuris-
tic devices that enable to engage in a design-
erly way and to substantiate (give substance or 
form to) three forms of displacement: displace-
ment as motion and physical interaction; dis-
placement as the negotiation between two 
agents, and displacement as a shift in apper-
ception as the result of a contextual shift. 
These heuristic devices address two different 
forms of appropriation:
enabling a perceiving subject to build a per-
sonal model of the hybrid architectural artifact 
through physical or mental interaction with it.
enabling a conceiving subject to build a per-
sonal model of the hybrid architectural artifact 
through building a personal model of the means 
of expression of architecture. 
This catalogue substantiates (establishes by 
evidence) these heuristic devices, while the 
exhibition substantiates (gives substance or 
form to) them.
Even if this PhD by project departs from reflect-
ing on my practice by means of my practice, 
the research uncovers transposable knowl-
edge95   that is relevant beyond my practice. The 
catalogue presents a specific evidence based 
case study that contributes to an increased 
understanding of the creative practice in gen-
eral and the trans-disciplinary creative practice 
in particular. It offers an insight in the overlap-
ping field of architecture and art. It also pre-
sents evidence of, contextualizes and reflects 
on: 
- different models of how a spatial artistic prac-
tice bridges the object subject gap, 
- a method to reveal and question the concep-
tual  frameworks a creative practitioner works 
with/in,
- the role of and different modes of engaging 
with mediators in the creative practice.
- the appropriation of the conceptual frame-
work of intensive thinking as a lens to capture 
the tickling emanating from a spatial struc-
ture. (This is documented in the next chapter.)
To ‘summarize the summary’, this PhD is sub-
stantiating displacement.
A further reduction seems impossible.
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6.2. INTENSIVE THINKING
LOOKING FOR CRITICAL STATES
This chapter will describe how the projects 
made during this PhD in Art as Vacancy served 
as fertile grounds to develop a precise lens to 
look at, understand and communicate the spe-
cifics of my spatial practice, and especially 
RAUW’s concept of the ʻSpatial Scenarioʼ, dif-
ferently. It further elaborates the heuristic device 
ʻintensive properties drive processes’ that was 
drawn from the projects ʻProMotion  ʼ and ʻBonus 
Malus  ʼ by appropriating a conceptual frame-
work from the physical sciences and the philo-
sophic language of intensive thinking devel-
oped by Gilles Deleuze.  
The concepts that constitute this lens are formu-
lated in a glossary that was gradually built dur-
ing the course of this PhD by confronting new 
insights gained from new work96  with existing 
work. The concepts gradually evolve from rather 
general concepts, which might apply to all spa-
tial practices, to concepts that are specific to 
my personal practice. 
The first part of this chapter, ʻIntensive differ-
encesʼ, takes a detailed look at one existing 
project that illustrated the resonances between 
existing work and heuristic devices detected in 
the artist collaborations of Art as Vacancy. 
The second part of this chapter, ʻFour critical 
statesʼ, documents different types of research 
activities, like organizing a debate, making a 
design and having a conversation during the 
design of a new project and how these activities 
opened up a new perspective on the work of 
RAUW. 
6.2.1. INSENSITIVE DIFFERENCES
ATTRACTIVE CONSTELLATION
A. EL MUCHO MACHO
AN EXEMPLARY RAUW PROJECT 
MEDIATOR
El Mucho Macho by Michaël Van den Abeele 
& Arnaud Hendrickx (2003)
The-too-big-a-beam, as Richard Blythe, one 
of the supervisors of this PhD, likes to call it, 
creates a conflict: it is simply too big for the 
space in which it is placed. The wooden 
beam is so long that both its ends stick out of 
a window and it obstructs the passage be-
tween the two different spaces it sets apart. 
Clearly unadapted in this sense, it is simulta-
neously adapted to its context. 
The beam reacts to specific qualities in the 
space. The rather static proportions of the 
exhibition space are differentiated and the 
repetition of identical windows and columns 
is intentionally disrupted. Its excessive length 
enables a visitor to step outside through a 
window offering him another perspective on 
the space and its place in the building. 
A rather simple abstract and objective prop-
erty of an object, its length, is turned into a 
concrete, site-specific poetic quality. This 
quality only exists in relation to the subjective 
reading of the space and makes the length 
specific.
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three, ‘More RAW than R.A.W’. The concepts were also further explored in Bonus Malus with Michaël Van den Abeele.
When I juxtaposed RAUW’s projects on a prox-
imity wall to identify some specificities of how 
RAUW engages with space and what heuristics 
it adheres to for structuring it, ʻEl Mucho Machoʼ 
(Van den Abeele, M & Hendrickx, A, 2003) often 
functioned as a straightforward yet striking 
case. Even when it is in a sense an unconven-
tional RAUW project, it was conceived together 
with an artist in an artistic context and it was a 
rather simple spatial intervention, and it reso-
nates on many levels with other works and em-
bodies a rudimentary, raw version of RAUW’s 
heuristic devices identified in more elaborated 
and program-driven projects. 
Even when it appears as a formally simple 
sculptural gesture, it acts on how we interact, 
apperceive and appropriate the space in which 
it is placed. It differentiates space by strength-
ening, confirming, ignoring and altering spatial 
qualities. These differences trigger expectations 
that one wants to explore and experience and 
the material object offers a new potential for 
action. We could say that this simple spatial 
structure creates a relative space defined by 
intensities, attractors and affordances. For these 
reasons, I will use El Mucho Macho as the red 
thread during this chapter and go a little deeper 
into explaining the actual functioning of this 
particular work.
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B. EXTENSITIES AND INTENSITIES
ABSOLUTE AND RELATIVE SPACE
MEDIATOR
Albert Einstein on absolute space
Into a certain box we can place a definite 
number of grains of rice or of cherries, etc. 
It is here a question of a property of the 
material object ‘box’, which property must 
be considered ‘real’ in the same sense as 
the box itself. One can call this property 
the ‘space’ of the box. There may be many 
other boxes which in this sense have an 
equally large ‘space’. This concept ‘space’ 
thus achieves a meaning which is freed 
from any connection with a particular ma-
terial object. In this way by a natural ex-
tension of ‘box space’ one can arrive at the 
concept of an independent (absolute) 
space, unlimited in extent, in which all 
material objects are contained.97
These days, most of us have grown quite famil-
iar with an abstract concept of space. Space is 
understood as an infinite container of all material 
objects. We have no problem in understanding 
that, for example, two very different containers 
that have the potential to store exactly the same 
amount of matter share an abstract property, the 
‘space’ inside both containers. This space is 
generic and freed from any connection with a 
particular material object. 
But we do not inhabit this absolute space. When 
we experience space we do not experience an 
absolute infinite space, where all chunks of 
space are essentially equal, but a relative 
space, where chunks are essentially different. 
Every chunk of space is differentiated, defined 
and in that sense created by properties relative 
to matter or force fields that are in its proximity. 
Even in the infinite void that surrounds our 
planet, chunks of space differ in the intensity of, 
for example, fields of gravity, magnetism and 
radiation. Einstein has provided us with a viable 
scientific model in which even space-time itself 
has different densities. Here on earth where 
matter and life are all around, the chunks of 
space differ in many more aspects that are often 
more directly available for perception by the 
human senses like light, pressure, temperature, 
color, odor, sound, form... 
The two concepts of absolute and relative space 
seem to exclude each other. For example, in 
absolute space, a material object can only be 
conceived as existing in space, while in relative 
space, space without any material objects is 
inconceivable. The first space, because all its 
parts are equal, is divisible and additive. It can 
be described by pure quantities of extension 
independent from a particular material object. 
These descriptions of extension are what is 
called extensive properties. For the second, 
space division is less evident: because all its 
parts are differentiated by variations in qualities, 
dividing or adding space drastically changes 
the qualities of this space. 
MEDIATOR 
Mary-Beth Mader on intensive thinking
Deleuze’s ontology [of intensities] consti-
tutes a genuine historical alternative to 
ontologies of substance and form or form 
and instantiation that are canonical in 
Western philosophy. In Deleuze’s work, we 
see this alternative ontology progressively 
traced from Stoicism to Medieval Scholas-
ticism to Spinoza to Bergson. The ontology 
of intensities is developed throughout this 
history for the purpose of ontological de-
scription and classification of the variations 
found in qualities. Colors are more or less 
deep, sounds more or less loud, illumina-
tion more or less bright, temperatures 
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more or less warm, altitudes more or less 
elevated, pressures more or less firm. The 
language of intensity aims to describe 
such variation and to situate it relative to 
other kinds of things. Obviously, it is most 
immediately related to the notion of quality 
or of a quality.98
Intensive thinking provides a conceptual frame-
work that addresses these variations in qualities. 
This framework distinguishes extensive and 
intensive differences. Extensive differences, 
such as length, area or volume, are intrinsically 
divisible. They can be measured by an exten-
sive quantity, and expressed in parts (e.g. me-
ters, acres, cubic meters) that are external to 
each other and hence are divisible, symmetric 
and commutative. A wooden beam of two me-
ters divided into two equal halves, results in two 
beams, each with a length of one meter, exactly 
half the extensive quantity of the original beam. 
Intensive differences, by contrast, refer to prop-
erties such as temperature or pressure that 
cannot be divided in the same way. Measures of 
an intensive quantity are expressed parts that 
are relational to each other and to a reference 
point, hence they are indivisible, asymmetric 
and not commutative. If we were to divide a 
wooden beam with a certain density into two 
halves, the density of both parts would not be 
affected. If we were able in some way to divide 
the density in half, the nature of the wood would 
be affected. We could summarize that an exten-
sive expression refers to an absolute amount, 
while an intensive expression refers to a relative 
position on a scale. 
MEDIATOR
The Stanford Encyclopedia of Philosophy on 
dividing intensive differences
If a volume of water whose temperature is 90º 
is divided in half, the result is two volumes at 
the original temperature, not two volumes at 
45º. However, the important property of inten-
sity is not that it is indivisible, but that it is a 
property that cannot be divided without in-
volving a change in kind. The temperature of 
a volume of water, for instance, can be ‘di-
vided’ by heating the container from below, 
causing a temperature difference between the 
top and the bottom. In so doing, however, we 
change the system qualitatively; moreover, if 
the temperature differences reach a certain 
threshold (if they attain a certain ‘intensity’ in 
Deleuze's terms), the system will undergo a 
‘phase transition’, losing symmetry and 
changing its dynamics, entering into a peri-
odic pattern of motion – convection – which 
displays extensive properties of size: X centi-
meters of length and breadth.99
In Deleuze’s model of intensive thinking, a hier-
archical relationship exists between intensities 
and extensities: his position is that extensities 
and even qualities are the residues or manifesta-
tions of intensities and that intensity constitutes 
the genetic condition of extensive space.
MEDIATOR 
Mary-Beth Mader on Deleuzeʼs view of the 
neutralization of intensities
It is important to avoid the capital mistake 
of assimilating a degree to an extensive 
quantity or to its measure. Deleuze argues 
in Difference and Repetition that extensities 
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are ultimately describable in terms of con-
stituent intensities that have been annulled 
or cancelled out in their extensive expres-
sion. Extensive expression of intensities 
certainly is a part of the physical descrip-
tions of the world found in the natural sci-
ences ... his position is that the expression 
of intensive quantities as extensive quanti-
ties must necessarily lose the essential 
features of intensive quantity in that ex-
pression. Hence, those expressions are 
effects or residues of their causes and 
contain their intensive causes in them 
implicitly.100
A space filled with qualities and intensities is 
more resistant to scientific modeling and func-
tions than a space described by extensive ex-
pressions. That is why we see, in the intellectual 
tradition of the West, a tendency to neutralize 
intensities by converting them into extensive 
expressions. We are acquainted with presenting 
intensities like temperature, pressure and so on 
in an extensive expression while what actually 
defines the pressure or temperature is not the 
sum of equal parts. The intensity has become 
easier to measure by treating it as if it were an 
extensity but its quality is somehow lost in this 
conversion. While this canceling out of less 
controllable or measurable intensities is obvi-
ously desirable in how we learn to approach 
exact sciences, it might be less desirable in 
other fields. In What is Philosophy?101 Deleuze is 
concerned with the issue of the neutralization of 
intensities as a feature that distinguishes sci-
ence from philosophy, where philosophy also 
addresses intensities directly. In this approach, 
there is no need for intensities to be converted 
to extensities or extensive expressions; it looks 
for ways to directly engage with intensities.
While Deleuze is concerned with how science 
and philosophy engage differently with these 
properties, I am of course concerned with how 
this might be approached in an artistic spatial 
practice like architecture. Architecture deals 
with many technical and infrastructural issues 
that are better served by a scientific approach 
of thinking in quantities and extensities, but it 
also deals with experiences that are better ap-
proached by thinking in affects and percepts 
entailing qualities and intensities. Since RAUW 
places the spatial experience as a central issue 
it seems relevant to further explore this spatial 
artistic practice as a practice concerned with 
making space distinct by creating ʻintensive 
differencesʼ.
GLOSSARY
Intensive Differences
A spatial experience entails variations in sen-
sorial qualities like light, humidity, tempera-
ture, color, odor, sound, form ... that, through 
the lens of the conceptual framework of inten-
sive thinking, can be seen as differences in 
intensities. In this light a spatial artistic prac-
tice that places spatial experience as a cen-
tral issue, can be seen as a practice con-
cerned with making space distinct by creating 
differences in intensity.
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C. NESTING INTENSITIES
As a first step of appropriation of the conceptual 
framework of intensive thinking, it can be used 
as a lens to look at the work of RAUW. Works 
like the El Mucho Macho clearly aim at generat-
ing experiences through the spatial differentia-
tion that the material object realizes and ema-
nates. It is a result of a practice that structures 
matter to create differences of sensory intensi-
ties. If we would situate this structured matter in 
an absolute space, a generic infinite void, we 
could say that this (or any other artistic spatial 
practice for that matter) places material objects 
in this void to turn this absolute space, where 
every chunk of space is identical, into a relative 
space, where chunks differ, based on their rela-
tionship with the intensities that emanate from 
structured matter around it. We could say that a 
spatial artistic practice is concerned with differ-
entiating space by structuring matter.
Since we do not inhabit absolute Euclidian 
space, the spatial context in which the spatial 
artistic practice acts is never spatially neutral or 
generic. In fact, we place artifacts in a relative 
space, where space is already defined by inten-
sities. This means that experiencing intensities 
emanating from these artifacts happens relative 
to existing intensities and hence is ʻintrinsically 
site specificʼ. So what a spatial artistic practice 
does is nesting (new) differences inside other 
(already existing) differences, or in short ʻnesting 
intensitiesʼ. 
GLOSSARY
Nesting Intensities
A practice concerned with making space 
distinct by creating differences in intensity 
does this by creating material artifacts, by 
structuring matter. The spatial context in 
which the spatial artistic practice places 
these material artifacts is a space that is al-
ready defined by intensities. Experiencing 
intensities emanating from these artifacts 
happens relative to intensities that already 
exist in the context. This  makes experiencing 
intensities intrinsically site specific. In this light 
a spatial artistic practice can be seen as a 
practice concerned with making space dis-
tinct by nesting (new) differences in intensity 
inside other (already existing) differences in 
intensity. 
176 / 230
D. INTENSIFYING EXTENSITIES
As a second step of appropriation of the frame-
work of intensive thinking, I will extend the dif-
ference that Deleuze identifies between how 
science and philosophy address intensities to 
the work of RAUW. I will stay with El Mucho Ma-
cho as an example of this. In this spatial inter-
vention, the length of a material object, an ex-
tensity, is turned into an indivisible site-specific 
poetic quality, an intensity. The extensive 
amount of length defines the work and its func-
tioning. The extensive property cannot be di-
vided without involving a change in kind: were 
we to divide the length by two, the work would 
not make sense, would lose its potential. The 
extensity is now endowed with properties that 
one finds in an intensity. By interpolation we 
could state that the wooden beam turns its ex-
tensity into an intensity. This notion can be easily 
extended to other aspects, such as one can 
imagine an intensity in area or volume of any 
spatial configuration of material objects. 
Just as Deleuze characterizes science rather 
coarsely by a tendency to cancel out intensities 
and qualities in extensive expressions, one 
might do the same rough generalization for ar-
chitecture and recognize in architecture the 
opposite tendency: it aims at turning extensive 
properties into intensities. Abstracted notions of 
space like volume, length, height and width are 
considered in a relative way. By structuring mat-
ter into a constellation concerned with propor-
tions and other compositional spatial relations, 
an extensity is turned into an intensity. In that 
sense we could summarize: an artistic spatial 
practice like RAUW is about ʻintensifying exten-
sitiesʼ.
GLOSSARY 
Intensifying extensities
One of the modi operandi to create differ-
ences in intensity is to implement abstracted 
notions of space like volume, length, height 
and width in a relative way. A composition of 
extensities in which the relation among them 
or with other extensities or intensities consti-
tutes a quality, turns this composition of ex-
tensities into an intensity. Intensifying extensi-
ties is one of the possible ways to achieve 
differences in intensity.
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E. EXPERIENTIAL DIALECTICS
A third step of appropriation of the framework of 
intensive thinking consists of confronting a typi-
cal Deleuzian notion in intensive thinking – 
namely that ʻintensities drive processes – with 
the practice of RAUW. Again I will stay with El 
Mucho Macho as an example. 
A difference in intensity actually puts a physical 
or chemical process in motion. Let us consider a 
simple example of a difference in temperature. If 
we put an ice cube in water, energy is ex-
changed and the water gradually becomes 
colder while the ice cube gradually becomes 
warmer causing the ice cube to undergo a 
phase transition: it melts. The system evolves to 
a new state where the water and the ice have 
found a new equilibrium. In a simple system like 
this the state of equilibrium to which the system 
will evolve is quite predictable. In a complex 
system, like the weather system, this search for 
an equilibrium is kept active by constant 
changes in intensity. The equilibrium to which 
the system is attracted constantly changes. 
While physical or chemical processes are also 
influenced by placing material architecture in 
the world it is of course not only this literal flow 
of intensities that seems to be the issue here. 
Most of the time architecture is quite inert and 
the physical and chemical intensities seem to 
take place in another scale of time. What inter-
ests me in this model is that it provides a nice 
metaphor for how architecture might function: 
that differences in intensities also drive mental, 
experiential processes.
Trees are material objects that define a specific 
space: they alter the shape of a space, filter 
light, alter acoustics, and influence odor. If we 
were to think about a forest as an intensity of 
trees, an open spot in the forest constitutes a 
difference in the intensity of trees from the forest 
surrounding it. Evidently, if no trees would stand 
around it, it would not be an open space in a 
forest. Exactly the same space that is not sur-
rounded by trees will be experienced differently. 
Therefore, both situations of being in the forest 
or being in an open space in the forest are 
somehow also typified by their difference in the 
intensity of trees and both need each other to be 
different from each other. In a sense this constel-
lation forms a simple dialectical sequence of 
intensities. The differences in intensities might 
attract our attention, trigger our imagination and 
create a sense of expectation. When we ap-
proach the open space coming from the forest 
we might see a bright light that attracts us and 
creates expectations of another spatial configu-
ration with different intensities. The same hap-
pens in the other direction where, for example, 
the density and darkness of the forest might 
afford a shelter that attracts us. This form of 
seeing the spatial experience as a dialectical 
process based on differences of intensities 
could be described as ʻexperiential dialecticsʼ.
Describing a spatial experience and its senso-
rial qualities as complementary differences in 
light, pressure, temperature, color, odor, sound, 
form, etc. (complementary intensities), seems 
on some levels related with the basic cinema-
tographic mechanism that Sergei Eisenstein 
identifies in his theory of montage, where differ-
ent shots are interacting based on complemen-
tary differences in scale, volume, rhythm, mo-
tion, speed, direction etc. (complementary in-
tensities): ʻdialectical montageʼ.
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MEDIATOR
Eisensteinʼs dialectical montage theories 
Eisenstein’s montage theories are based on 
the idea that montage originates in the ‘colli-
sion’ between different shots in an illustration 
of the idea of thesis and antithesis. This basis 
allowed him to argue that montage is inher-
ently dialectical, thus it should be considered 
a demonstration of Marxism andof Hegelian 
philosophy. His collisions of shots were based 
on conflicts of scale, volume, rhythm, motion 
(speed, as well as direction of movement 
within the frame), as well as more conceptual 
values such as class. 102
GLOSSARY 
Experiential Dialectics
Only when an intensity is somehow comple-
mented by a variation of the same intensive 
property we can experience it as a something 
relative, a quality. When ‘high’ is confronted 
with ‘low’ both intensities are strengthened 
and the actual experience of both is partly 
contained in and enhanced by their juxtaposi-
tion. This juxtaposition can be implicit, by 
varying an intensity that we are used to expe-
riencing in a specific constellation (e.g. a 
living space can be high or low in relation to 
what we ‘normally’ expect from such a space) 
or explicit by actually juxtaposing comple-
mentary variations of one intensity (e.g. juxta-
posing a high and a low space). A fundamen-
tal aspect in experiencing intensities is how 
their complementarity enables experiential 
dialectics.
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F. ATTRACTIVE CONSTELLATION
In the ‘experiential dialecticsʼ embodied in the 
intensive differences in the constellation of an 
open spot in the forest I recognize another as-
pect that was central in the design of El Mucho 
Macho. The exhibition space in art center STUK 
in Leuven (B) where the group exhibition ‘split 
and pickup’ would take place was an open and 
static rectangular space. A tight repetition of 
columns and windows strengthened this static 
feeling of balance. For a group exhibition, where 
form and content of the works by different artists 
vary to a large extent, different zones with differ-
ent qualities seem more appropriate. Often 
these zones are realized by means of a compo-
sition of light walls, screens or panels. We 
looked for another, more drastic way to achieve 
something similar. By imposing a large wooden 
U-beam on the sills of two opposing windows 
that are eccentric in the space the exhibition 
space is divided into two zones with different 
spatial intensities. This is strengthened by the 
fact that in the smaller, denser zone on the side 
where you enter the exhibition space the beam 
is closed, while in the other, larger zone, the 
beam is open, providing a place to take a posi-
tion to oversee this space. Because the beam 
seems to float more than a meter above the floor 
and beneath the ceiling the division also reveals 
fragments of the zone on the other side and 
creates an expectation of what we might expect 
to find there. We have to crawl under the beam 
to actually reach this zone. In that sense, by 
creating two zones with different spatial and 
sensorial intensities, by creating ʻintensive dif-
ferences  ʼ and by reacting to the existing spatial 
and sensorial intensities specific to an existing 
site, ʻnesting intensities  ʻ (partly by ʻintensifying 
extensities  ʼ and by ʻexperiential dialecticsʼ), El 
Mucho Macho realizes a sequence of spaces 
that create expectations. It functions as a se-
quence of attractors, or an ʻattractive sequenceʼ.
This idea being concerned with creating an 
ʻattractive constellation  ʼ as an effective structure 
shares many aspects of the scenographic ap-
proach in theatre, described by Sergei Eisen-
stein as the ʻmontage of attractionsʼ.
MEDIATOR
Attractions (Sergei Eisenstein)
An attraction (in our diagnosis of theatre) is 
any aggressive moment in theatre, i.e. any 
element of it that subjects the audience to 
emotional or psychological influence, veri-
fied by experience and mathematically 
calculated to produce specific emotional 
shocks in the spectator in their proper 
order within the whole.
The attraction has nothing in common with 
[the trick] ... [T]he trick ... is a finished 
achievement of a particular kind of mastery. ... 
Insofar as the trick is absolute and complete 
within itself, it means the direct opposite of!the 
attraction, which is based exclusively on 
something relative, the reactions of the audi-
ence. 
Our present approach radically alters our 
opportunities in the principles of creating an 
‘effective structure’ (the show as a whole) 
instead of a static ‘reflection’ of a particular 
event dictated by the theme, and our oppor-
tunities for resolving it through an effect that is 
logically implicit in that event, and! this gives 
rise to a new concept: a free montage with 
arbitrarily chosen independent ... effects (at-
tractions) but with the precise aim of a spe-
cific final thematic effect – montage of 
attractions.103
As already mentioned in the previous section of 
the epilogue in 6.1.1. Conceiving & Apperceiv-
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ing (B. Perceiving Space) the notion of a con-
stellation of intensive differences, that ‘attracts’ 
us and might drive us to react to or interact with 
the constellation, could also be understood as a 
tickling that emanates from the constellation of 
structured matter, the ‘Tickling Toy  ʼ as described 
by Richard Blythe in his PhD. 104
MEDIATOR
Acropolis (Sergei Eisenstein)
The Acropolis of Athens could just as well be 
called the perfect example of one of the most 
ancient films. 105
The quote above is taken from 'Montage and 
architecture’, an essay written by Sergei Eisen-
stein in the late 1930s about the experience of 
space in movies. A large part of the essay is a 
description of a walk through the Acropolis. The 
essay links space in movies to architecture by 
linking the terms ‘sequence’ and ‘montage’, 
concerning both disciplines. When we enter the 
Acropolis and from the Propylaea we approach 
the Parthenon, we are not frontal to it, and stand 
somewhat lower and oblique. We get to see a 
perspective of the Parthenon at its most expres-
sive angle. It seems as if the architects and 
sculptors were walking around on the site and 
organizing spaces based on the perspectives 
that could be seen, the sequences that were 
experienced. It is a constellation that creates 
axes, perspectives, attractions, intensities: in 
short, what I would call an ‘attractive constella-
tion’. 
GLOSSARY
Attractive Constellation
A structure that embodies a constellation of 
differences in intensity that subject the per-
ceiver to emotional or psychological influ-
ence. These differences of intensities create a 
dialectic of experiences that function as fields 
of attraction in the structure. When these ex-
periential dialectics are placed in a carefully 
considered spatial relation (scenography), 
they structure a space into an attractive con-
stellation.
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G. DISSIPATIVE SPATIAL SCENARIO 
THE LABYRINTH AND THE CORNFIELD
The concept of an ʻattractive constellationʼ 
shows many similarities with Le Corbusier’s 
ʻpromenade architecturaleʼ. But besides this 
reference, one can easily find many other archi-
tectural examples that deal with a scenographic 
organization of space. To see whether a specific 
difference could be found that reveals a speci-
ficity in the appropriation of the ʻpromenade 
architecturale  ʼ in the work of RAUW, I started to 
look at different instances of similar concepts, 
for example: the maze structure in the labyrinth 
in Knossos; the symmetric axiality in the temple 
of Amun-Re in Karnak; the perspectival se-
quence created by the dispersed buildings of 
the Acropolis in Athens; the repetitive enfilade in 
the palace of Versailles, and the symbolic narra-
tive in Terragni’s Danteum. Even in the more 
mundane actions of driving a car on Route 66 or 
running through a full-grown cornfield, spatial 
attractors seem to be at work. Most of the ex-
amples I found are typified by some kind of 
linear trajectory whose functioning could be 
described in terms similar to the ʻmontage of 
attractionsʼ found in Eisenstein’s film theory.
Often the development of new insights is accel-
erated due to the invention of a new conceptual 
framework that offers a new lens to reframe 
implicitly addressed issues explicitly. After 
1830106  and even more clearly after the inven-
tion of film (around 1895), architects started to 
develop conceptual frameworks that contain a 
spatial scenographic approach that mirror con-
cepts also found in creating and perceiving 
moving images: Viollet-le-Duc (Mise en scène), 
Peter Collins (Parallax), Loos (Raumplan (Rufer 
House, Vienna 1922)), Wright (Plasticity (conti-
nuity)), Le Corbusier (Promenade Architecturale 
(1923) and Plan Libre (1926)).... 
Just as the architectural references before, 
these methods to conceive or make sense of 
space formulated by known architects or archi-
tecture critics rely to some extent to filmic expe-
riences. Many architects of modern times find 
many parallels between their spatial practice 
and cinematographic space. Any architect who 
is concerned with the experiential dialectics 
between different spaces in a building and with 
the scenography embodied in their spatial rela-
tion will probably turn to conceiving scenarios of 
how one traverses a spatial structure. 
MEDIATOR
Maison La Roche-Jeanneret (Le Corbusier, 
1923)
"This house will be rather like an architec-
tural promenade. You enter: the architec-
tural spectacle at once offers itself to the 
eye. You follow an itinerary and the per-
spectives develop with great variety, de-
veloping a play of light on the walls or 
making pools of shadow.107
 
MEDIATOR
Axis (Le Corbusier, 1923)
An axis is perhaps the first human mani-
festation; it is the means of every human 
act. The toddling child moves along an 
axis, the man striving in the tempest of life 
traces for himself an axis. The axis is the 
regulator of architecture. To establish order 
is to begin to work. Architecture is based 
on axes. The axis is a line of direction lead-
ing to an end. In architecture you must 
have a destination for your axis. In the 
Schools they have forgotten this and their 
axes cross one another in star-shapes, all 
leading to infinity, to the undefined, to the 
unknown, to nowhere, without end or aim. 
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The axes of the School is a recipe and a 
dodge. ... Arrangement is the grading of 
axes, and so it is the grading of aims, the 
classification of intentions. ... The architect 
therefore assigns destinations to his axes. 
These ends are the wall (the plenum, sen-
sorial sensation) or light and space (again 
sensorial sensation).108
Even a rather simple functional constellation 
such as a house already entails a series of spe-
cific spaces that need some degree of privacy 
and autonomy. This limits the freedom of creat-
ing spatial relations and draws the attention to 
the smaller zones of circulation that link these 
autonomous spaces. This spatial backbone 
consists of circulation axes, stairs, ramps, corri-
dors, etc. which are mainly linear elements. 
People tend to see people walking along linear 
axes and paths. All this leads to a linear design 
approach of a sequence of intensities and at-
tractions, creating a linear ‘attractive sequence’, 
similar to a spatially well-articulated ʻlabyrinthʼ. 
But even if cinema and architecture conceptu-
ally share many aspects they remain fundamen-
tally different media. For example, the experi-
ence of a specific walk around the Acropolis 
can be described in a linear cinematographic 
way as a montage of shots, sequences, scenes. 
But when I later visit the same site again, even a 
small change in mood, weather or anything else 
could attract me to different intensities causing 
me to choose a completely different trajectory 
than before. Describing this experience in a 
linear cinematographic way would result in a 
completely different montage. As we all know, 
architecture is an essentially nonlinear medium.
MEDIATOR
North By Northwest (Alfred Hitchcock, 1959)
When Roger Thornhill (Cary Grant) is pursued 
by a crop-dusting plane he looks for shelter in 
a cornfield. 
Inspired by the famous scene in Hitchcock’s 
North By Northwest in which Roger Thornhill 
(played by Cary Grant) is chased by a crop-
dusting plane, I thought about the cornfield as 
an example of the non-linearity of a spatial con-
stellation. A cornfield is a simple anisotropic 
two-dimensional array of corn. Looking along 
the lines of corn you perceive the field as a long 
and narrow street. A simple ninety degrees turns 
the field into an enfilade, a sequence of con-
secutive screens. You can enter and leave the 
array anywhere. A storm, other people or maybe 
even aliens, may have created open zones or 
corn circles that create attractions. Even a sim-
ple structure like this can function as a complex 
network of possible ways to traverse the field. 
Every trajectory that we take might be influ-
enced by encountering different intensities and 
we might decide to leave our path. The field is 
an open structure that enables some form of 
temporary auto-organization of our interaction 
with it. 
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MEDIATOR
Memorial to the Murdered Jews of Europe 
(Peter Eisenman, inaugurated 2005)
I was recently in Berlin where I visited the 
Memorial to the Murdered Jews of Europe for 
the first time. Quite unexpectedly I experi-
enced a feeling of endless possibilities similar 
to that of running as a child though a full 
grown cornfield.
In the spatial scenarios of RAUW we aimed to 
confront the linear ‘labyrinth  ʼ with non-linear 
elements from the ʻcornfieldʼ. We looked for 
ways to expand the structuring backbone to a 
more open-ended path where the circulation at 
some points blends with the spaces it traverses, 
has different points of intensity, different entry 
and exit points, works different in different direc-
tions, embodies junctions and so on. This 
blended space, partly ʻlabyrinthʼ, partly ʻcorn-
fieldʼ, provides a larger space for self-
organization or appropriation. By pursuing this 
blend we are aiming at turning the attractive 
sequence of the ʻlabyrinth  ʼ into an attractive 
constellation of the ʻcornfieldʼ, looking for struc-
tures that extend determined or fixed scenarios 
into a self regulating field of intensities that are 
connected in different ways, within the limited 
margins that a functional building allows for 
these dynamics. 
MEDIATOR
The Villa Savoye (Le Corbusier 1928-31)
In this house we are presented with a real 
architectural promenade, offering pros-
pects which are constantly changing and 
unexpected, even astonishing. It is inter-
esting that so much variety has been ob-
tained when from a design point of view a 
rigorous scheme of pillars and beams has 
been adopted. … It is by moving about … 
that one can see the orders of architecture 
developing.109
In Le Corbusier’s description of Maison La 
Roche-Jeanneret and the Villa Savoye in Ouevre 
Complète, I notice a shift from a more strictly 
linear approach to a more nuanced, open-
ended description of the Villa Savoye. When 
visiting both buildings I noticed a similar differ-
ence. Even when the Villa Savoye clearly also 
embodies a linear sequence, I experienced the 
overall scenario of the Villa Savoye as a combi-
nation of this linear sequence with a more open-
ended field of intensities.
MEDIATOR
Jussieu library (OMA)
The circulation and spaces are blended to 
one field of intensive differences.
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By calling a specific form of spatial structure an 
ʻattractive constellationʼ, I clearly refer to Eisen-
stein’s notion of attraction. But there is another 
conceptual framework that continues the appro-
priation of the field of physics and the notion of 
intensities, with which this chapter on intensive 
thinking started: an attractor in dissipative sys-
tems. 
MEDIATOR
Dissipative structures (Ilya Prigogine)
The term dissipative structure was coined in 
1967 by Belgian chemist and thermodynami-
cist Ilya Prigogine to explain the spontaneous 
manifestation of ordered structures within the 
non-linear domain, far from equilibrium. A 
dissipative structure is a dynamic system in 
constant interaction with its environment and 
encompasses a driving force that keeps it 
from finding a static equilibrium whereas the 
space of all its potential states, the phase 
space, reveals some kind of order or structure 
that appears to be drawn to a particular geo-
metrical form: the attractor of this system. It is 
the non-equilibrium of this type of dynamic 
systems that produces structures through a 
variety of self-organization.
The concept of a dissipative structure highlights 
the difference between predetermined trajecto-
ries and a more open-ended, intensity-driven 
self-organization. It is the user who is attracted 
or not to different zones of intensities and who 
determines his trajectory as one possible inter-
action with the structure as a whole.
Deleuze has developed a very similar philo-
sophical concept to this scientific model. I refer 
once again to his concept of a ʻBody without 
organs  ʼ where he describes how raw intensities 
embody the capacity for self-creation or ʻauto-
poiesis  ʼ and how they drive processes that open 
up a space of possibilities or a dynamic ʻphase 
space  ʼ rather than define a fixed state. We just 
have to think about the weather on Earth to see 
a system of raw intensities of pressure, tempera-
ture, etc., shaping unique configurations of 
clouds. This notion of creating actual bodies by 
structuring matter that open up a virtual space 
of possibilities or affordances resonates strongly 
with the notion of ʻunadapted space  ʼ described 
in part one, ʻEvasive actionʼ. 
GLOSSARY 
Dissipative Scenario
One of the modi operandi to create an attrac-
tive constellation is scenario thinking. Writing 
a scenario is often a linear process of de-
scribing some kind of path that embodies a 
sequential progression of experiences over 
time resulting in a linear sequence of attrac-
tors. Writing a dissipative scenario entails 
combining different partial linear scenogra-
phies of attractors (cf. labyrinth) to form an 
open-ended field of intensities that constitute 
a non-linear scenography of attractors allow-
ing some form of self-organization (cf. corn-
field).
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Presspoint, Merelbeke (B), RAUW, 2004.
In most of RAUW’s works the linear approach 
received most attention but some steps were 
made towards enabling a more open-ended 
field of intensities. For example, in the house PP 
in Merelbeke (image above), the continuous 
spiraling circulation connected with the exterior 
on five points from which three were usable as a 
front door. 
In VNH ʻde burenʼ, an important design intention 
that we imposed on ourselves was the concept 
of allowing the spatial structure of the building to 
function as an informal space for encounters, 
‘Wandelgangen’. Literally ‘Wandelgangen’ 
translates as ‘corridors to stroll in’, but it is often 
associated with the commonly used expression 
ʻiets in de wandelgangen horen  ʼwhich translates 
loosely as ‘having an informal talk, mostly before 
or after a more formal meeting, in the corridors 
where one strolls’. Many smaller and sometimes 
even larger decisions were informed by this 
intention. The structuring principle mainly con-
sists of turning the promenade though the 
building from a functional linear trajectory into a 
more dissipative experiential structure that 
somehow organizes itself when the building is 
used. For example, when the auditorium is not 
used, it becomes a part of the circulation. There 
are different routes through the building. Some-
times the circulation is over dimensioned to 
allow lingering, etc. 
Be Buren, Brussels (B), RAUW.
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6.2.2. FOUR CRITICAL STATES
In processes driven by intensities, intensities 
vary by interacting with each other. When they 
reach a specific constellation the intensities 
might allow for something particular to happen 
like a phase transition. A point where this hap-
pens is called a ʻcritical stateʼ. When pure water 
cools down to zero degrees at atmospheric 
pressure it starts to become ice. When ice 
comes to the same intensity of temperature and 
pressure it becomes water. At a critical state of 
intensities (here temperature and pressure) no 
phase boundaries exist. At this point, the sub-
stance can be different things at the same time 
and it behaves ambiguously.110
GLOSSARY 
Critical State
When a constellation of intensities achieves a 
critical point, a phase transition occurs. In 
this transitional state properties and qualities 
change drastically. At the same time this 
critical state of ‘being-in-between’ constitutes 
an ambiguity that affords different things to 
happen. 
In the next sections of this text I will transpose 
this notion of a ‘critical state’ from the physical 
sciences to my practice. This helps me to think 
about the importance of ambiguity in critical 
states of spatial intensities in general and more 
specifically in objectness, effectiveness and 
simplexity.
A. A CRITICAL STATE OF SPATIAL 
INTENSITIES 
AMBIGUITY IN SPATIAL CONSTELLATIONS
At first sight, we could see this looking for a 
critical state of spatial intensities simply as a 
reformulation or variation on the more generic 
concepts of intensive differences, nesting inten-
sities, intensifying extensities, experiential dia-
lectics and attractive sequence described just 
before. For example, any compositional rule, 
such as the golden section, is concerned with 
bringing extensive geometrical properties, like 
length and distance, to a critical point where 
their relation becomes an intensive quality to 
those who like this proportion. Japanese people 
might be more attracted to the 1:2 ratio or TV 
fanatics to the 4:3 or 16:9 ratio but in any case 
this closely relates to what I described earlier in 
‘intensifying extensitiesʼ. However satisfying it is 
to find a coherent conceptual framework that 
dethrones strict formal compositional rules and 
considers them at par with any other type of 
intensity, there is still one aspect that is embod-
ied in the scientific model of a critical state that 
is not addressed in this approach: ambiguity. 
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110 The notion of bringing a system to a critical state so that it behaves ambiguously is very powerful. For example, in our 
brain, it is the fact that the neural system is in a critical state that allows neural avalanches to happen. When a certain 
neuron or group of neurons fire, a cascading effect might induce an uncontrolled stream of firing neurons that could be 
interpreted as a stream of ‘automatic associations’. Because our brain is primed by our experiences, certain connections 
have been prioritized before others. If a certain neuron fires, it starts a chain reaction and our brain starts to think by 
itself. For me, this gives a whole new meaning to ‘critical thinking’.
MEDIATOR
Wim Goossens on spatial thresholds
During the last years I was lucky to have had 
many very interesting discussions with my 
colleague and friend Wim Goossens on this 
PhD. Sometimes during these discussions the 
house he was designing and building for 
himself and his family came up. When the 
building was finished he seemed particularly 
happy with what to some might seem a small 
detail: a raised door sill between the spaces 
of the house. While at first sight this is clearly 
an unconventional detail that might cause a 
distracted visitor to stumble, these raised sills 
also form a spatial threshold that, to a certain 
degree, makes a door unnecessary and 
makes you conscious of the action of enter-
ing a space. An ambiguous threshold that 
negotiates between accessible and yet se-
cluded.
MEDIATOR
Japanese noren curtains
A parallel can be drawn between raised door 
sills and the Japanese noren, the short split 
cotton or linen entryway curtain that is tradi-
tionally hung in a doorway and makes us bow 
a little and pay a tribute to the space we en-
ter. “It wasn't long before Katsuyuki arrived, 
making a poetic entrance as she gently lifted 
one side of the noren curtain, bowing her 
head slightly as she floated through it.” 
(anon.)
MEDIATOR
El Mucho Macho
When entering the exhibition space where 
this wooden beam is inserted, a similar sce-
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nography as the spatial thresholds of a raised 
door sill or a noren curtain is at work. The 
beam divides the space into two unequal 
parts and we enter the exhibition space via 
the smaller of the two parts. The passage to 
the second lager part is partly obstructed by 
the beam and to reach it we have to slide 
underneath the beam that is floating about 
120cm above the floor.
Incorporating ambiguity seems to turn a general 
designerly principle that I find applicable to any 
practice into something that is more specifically 
applicable to my practice. The projects of 
RAUW are often typified with a form of ambigu-
ity: we frequently asked ourselves questions 
like: “At what point is a stair still a stair but might 
also become a place to sit, or a corridor is still a 
corridor but might also become a space to 
linger and chat?” Very rudimentary considera-
tions like making a stair a little less steep or 
making a corridor a little wider might already 
afford other action potentials. In that sense, this 
interest in ambiguity makes us shift lenses: from 
considering a spatial constellation as a shape 
determined by functional or aesthetic rules, it 
shifts to considering it as a space of possibili-
ties that shape the action potential and experi-
ences that enlarge the space appropriation by 
its users. This approach clearly relates to the 
notion of ‘adapted’ and ‘unadapted’ space put 
forward in the first part of this catalogue, ʻEva-
sive Actionʼ.111 
An adapted space affirms comfortable habits, 
our functional expectations and our model that 
we have constructed of architecture. 
An unadapted space stimulates a need to com-
prehend the confusion that follows the disrup-
tion of habit. Being a rupture, this space forces 
us to appropriate the space more actively, to 
reconfigure our way of interacting with the world 
and to equilibrate the model we have con-
structed of architecture.
The heuristic device of unadapted space clearly 
still resonates in the work of RAUW, so I could 
summarize the combination of the two notions 
as a search for a critical state between adapted 
and unadapted.
GLOSSARY
Articulating Unadaptedness
This heuristic device expresses the search for 
a critical state of spatial intensities that allows 
ambiguity in a structure’s being adapted and 
unadapted. This state of ‘being-in-between’ 
allows the occurrence of anticipated and 
unanticipated events (use) or well-delineated 
or more gradual experiences (experience). It 
is situated somewhere between simultane-
ously considering a spatial constellation as a 
shape determined by functional or aesthetic 
rules and as a space of possibilities that 
shapes the action potential and experiences 
that enlarge the space appropriation by its 
users – between functional solutions and 
generating new potential for actions. One 
form of achieving this state is by means of a 
diagrammatic approach that accepts the fact 
that a structure is never fully actualized and 
creates an environment that is never fully 
adapted without apperceiver. The diagram-
matic approach postpones actualization and 
in this enlarges the space for appropriation. 
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111 See part I, Six tools, Using and the related heuristic device of unadapted space.
B. A CRITICAL STATE OF OBJECTNESS
GENERATE EXPERIENCES BY MAKING THINGS
MEDIATOR
Avonddebat - Leen Voet & Arnaud Hendrickx
In 2009, at the very start of Art as Vacancy 
and my PhD by project, the organization that 
funded Art as Vacancy, OPAK, organized a 
series of debates called ‘Avonddebatten van 
het OPAK’. As a result of fortuitous adminis-
trative decisions, I was scheduled to give a 
lecture on Friday 30 January 2009, together 
with the Belgian Artist Leen Voet, who is co-
incidentally also a friend. We saw in the fact 
that we knew each other and were both inter-
ested in each other’s work an opportunity to 
confront our works in one discussion, rather 
than giving two short separate autonomous 
lectures. 
In preparation for a debate Leen Voet and I had 
to organize, we held four 'long talks' in Leen's 
workplace and visited one of my buildings. 
Looking at pictures, residues, artifacts, web-
sites, pdf’s, publications, etc. we explored each 
other’s work and the process behind it. During 
our talks, when we noticed a burst of enthusi-
asm or a recurring theme, we tried to capture 
this point in our discussion in a single phrase. 
Finally we grouped and reorganized these 
phrases. This left us with a list of six terms that 
seemed to be common to or contrasting in our 
work: ʻsuspicion versus factsʼ, ʻspatial scenarioʼ, 
ʻsubjective readingʼ, ʻmeaningʼ, ʻunknown third 
parties  ʼ and ʻtimeʼ. This list would serve as an 
‘informal’ structure for the debate that would 
help in triggering the most significant parts of 
the spontaneous dialogues we have had before. 
We each chose one or two specific projects that 
we considered exemplary for each of these 
terms. The result, a selection of seventeen pro-
jects (eight by Leen, nine by me), grouped in 
couples around six concepts, would be the 
content of our lecture. 
I consider the list of six terms very accurate and 
relevant for both our practices but there is one 
term that caused some problems: ʻmeaningʼ. I 
understand why ʻmeaning  ʼ is important to Leen’s 
works but as I felt a great resistance to see this 
term as important in my work I consciously de-
cided not to place any project in relation with 
this term. This opened up an interesting discus-
sion with Leen and during the debate with the 
audience. It seems that the meaning of ‘mean-
ing’ was not stable. While people from the audi-
ence disagreed with my resistance and found 
many different meanings in my work, while I 
resisted seeing ʻexperienceʼ, ʻsite specificityʼ 
and ‘being critical to existing architectural solu-
tions  ʼ found in our work as a form of ʻmeaningʼ. 
For me the term seemed reserved for a seman-
tic use. It referred to the symbolic meaning or to 
the meaning of the anecdotal narratives that 
could be found in Leen’s work but that, at least 
in my mind, my work was explicitly avoiding.
In the relation between an observer and a cer-
tain artistic or architectural artifact, it is evident 
to accept that this artifact aims at triggering a 
sensory experience in the mind of the observer. 
But the works Leen proposed clearly also aimed 
at something besides this raw experiencing, at 
a cognitive understanding. We had to under-
stand the semantics of the work to fully experi-
ence it. I was convinced that my architecture 
could be experienced without this need for 
understanding. But the more I started thinking 
about examples I started wondering whether 
experiencing and understanding can actually 
be considered as distinct processes. In that 
sense this debate triggered an interest in the 
relation between understanding and experienc-
ing, between ideas or concepts and their ex-
pressions.
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MEDIATOR
Bernard Tschumi on perceived space
Space is real, for it seems to affect my 
senses long before my reason. The mate-
riality of my body both coincides with and 
struggles with the materiality of space. My 
body carries in itself spatial properties and 
spatial determination: up, down, right, left, 
symmetry, dissymmetry. It hears as much 
as it sees.112
 
MEDIATOR
Isomosis - Michaël Van den Abeele & Arnaud 
Hendrickx (2009)
When the ritual of sliding the Styrofoam cork 
into the stage is performed the experience of 
the space completely changes and only by 
becoming aware that there is another exit 
claustrophobic people manage to find their 
rest again. 
For someone who has had a claustrophobic 
experience it becomes clear that the body 
sometimes seems to acts independently of 
conscious reason. One might become over-
whelmed with a feeling of fear and act accord-
ingly long before one actually is consciously 
aware of the reason for this fear. One might be 
already instinctively looking for an exit before 
one is aware that one cannot see any exit. It 
seems as if the experience precedes the ap-
perception that then might trigger an under-
standing of the experience.
MEDIATOR
EL Mucho Macho
When one approaches the art center STUK in 
Leuven (B) we see a closed wooden beam 
protruding from the façade. Later when we 
enter the actual exhibition space on the third 
floor we see that the beam is open and one 
can enter the closed space and stand high 
above street level without any visible contact 
with the exterior. It is a strange feeling to 
stand in a closed interior space, knowing, but 
not seeing, that you stand twelve meters 
above the ground.  
However, one might also find other example that 
places understanding before experience. So if 
we stay with fear as a topic, we can rationally 
construct fear. Like a construction might induce 
a fear of height if we understand that we are in a 
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cantilevered room and that this is a construction 
that is challenging the structural building com-
ponents in an extreme way. But if we are un-
aware of this spatial and constructive situation, 
it is just another room. 
MEDIATOR
William James on affect and cognition
Common sense says, we lose our fortune, 
are sorry and weep; we meet a bear, are 
frightened and run; we are insulted by a 
rival, are angry and strike. The hypothesis 
here to be defended says that this order of 
sequence is incorrect, that the one mental 
state is not immediately induced by the 
other, that the bodily manifestations must 
be first interposed between, and that the 
more rational statement is that we feel 
sorry because we cry, angry because we 
strike, afraid because we tremble.113
MEDIATOR 
Gilles Deleuze and Felix Guattari on art
What about the creator? [The art-thing] is 
independent of the creator through the 
self-positioning of the created, which is 
preserved in itself. What is preserved – the 
thing or the work of art – is a block of sen-
sations, that is to say, a compound of per-
cepts and affects.114
MEDIATOR
Richard Snow on behavior
A theoretical account of intelligent behav-
ior in the real world requires a synthesis of 
cognition, conation and affect.115
In psychology one traditionally disguises three 
parts in the mind, the cognitive, the affective 
and the conative. In short, the cognitive part of 
the brain measures intelligence, the affective 
deals with emotions and the conative drives 
how one acts on those thoughts and feelings. 
Often these fields are studied separately but 
recent research tends towards a more inte-
grated model, a model where all three layers 
are intertwined. For example, already in 1884 
William James proposed that a percept imme-
diately produces an affect within the body and 
only later it might surface as a recognizable 
emotion of which one becomes consciously 
aware. Often this ‘prise de conscience ʼ never 
happens and merely unconsciously alters our 
mood. In 1994, Deleuze and Guattari described 
an artwork as ‘a block of sensations’, describing 
a ‘compound of percepts and affects’ that is 
both embodied by and bound up with con-
sciousness. In 1980 Snow suggested that our 
behavior in the real world can only be under-
stood as a synthesis of cognition, conation and 
affect. 
Recent neurological research shows that the 
brain itself makes no essential distinction be-
tween cognitive, affective and conative proc-
esses. Most stimuli seem to trigger all kinds of 
associations that might have been conditioned 
in different ways in different people. In that 
sense, an experience can be considered as an 
integrated set, a compound, of cognitive, affec-
tive and conative responses. Together these 
processes constitute one singular and essen-
tially subjective experience. No experience is 
completely the same as another and experi-
ences rely, in different proportions, on a combi-
nation of all three processes. This means that a 
chair might mean many things to many different 
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114 Deleuze, G & Guattari, F 1991, What is philosophy?, H Tomlinson & G Burchell (trans.) 1994, Columbia University Press, 
New York, p. 164.
115  Snow, R 1980, ‘Intelligence for the year 2001’, Intelligence, vol. 4, pp. 185–199.
people. It means different things to a tired 
banker than to a well-rested art historian or 
designer. The meanings in observing things are 
based on the embodied knowledge of the ob-
server and a designer has no direct control over 
them. Only indirectly, by relying on his personal 
embodied knowledge that may be inter-
subjectively shared with others, the designer 
might bridge the gap. 
In that sense, ‘symbolic meaning’, ‘action poten-
tial’ or ‘sensory experience’ can be seen as just 
a specific part of a more general field of imma-
terial stimuli that might radiate from a material 
object. Leen and I were both generating imma-
terial experiences by creating material things. In 
our own minds, however, we placed an accent 
on different experiences that can be seen as 
points on a continuous line between less or 
more concerned with understanding and less or 
more concerned with sensory experience. Just 
as in the brain cognition, affection and conation 
are inseparable in constituting a singular expe-
rience, the material and immaterial, the physical 
and conceptual, are inseparable in an artistic or 
architectural artifact. Some rely more on ideas 
of dealing with concepts, others more on ideas 
on dealing with physical presence, but only in 
the singular combination of both aspects can 
one talk of an expression that can be experi-
enced. 
MEDIATOR
Henk Borgdorff on Hegelʼs sensory manifesta-
tion of the idea
“...[W]hat is characteristic for artistic 
products, processes and experiences is 
that, in and through the materiality of the 
medium, something is presented which 
transcends materiality. This insight, which 
recalls Hegel’s sensory manifestation of 
the idea (sinnliches Scheinen der Idee), is 
also valid, paradoxically enough, even 
there where art professes to be purely 
material and resists any transcendence, 
as witnessed by the evolution of move-
ments like the historical avant-garde or like 
minimalist or fundamental art.” For this 
reason, Borgdorff states, we should de-
vote “attention to both: to the materiality of 
art to the extent that it makes the immate-
rial possible; and to the immateriality of 
the art to the extent that it is embedded in 
the artistic material.”116
MEDIATOR
Deleuze on positioning art in relation to other 
disciplines
What I'm interested in are the relations 
between the arts, sciences, and philoso-
phy. There's no order of priority among 
these disciplines. Each is creative. The 
true object of science is to create func-
tions, the true object of art is to create 
sensory aggregates, and the object of 
philosophy is to create concepts. From 
this viewpoint, given these general heads, 
however sketchy, of function, aggregate, 
and concept, we can pose the question of 
echoes and resonances between them.117 
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Combining Deleuze’s notion that the true object 
of art is creating sensory aggregates, with 
Borgdorff’s notion that art, through the material-
ity of its medium, presents something which 
transcends materiality, we could state that: to 
make art is to create sensory aggregates that 
bridge the gap between the material and the 
immaterial. A sensory aggregate is a man-made 
or artificial construct, an artifact. Traditionally a 
distinction is made between immaterial artifacts 
and material artifacts. In material artifacts (like 
cups and tables) material characteristics are 
more prominent, whereas in immaterial artifacts 
(like scientific theories) conceptual or experien-
tial aspects are more important. A hybrid entity 
is an artifact that simultaneously has immaterial 
and material characteristics, i.e. a physical 
object which is structured to express ideas or 
convey experiences. In art and architecture we 
create hybrids.
The core of the architectural object lies in its 
hybrid character, in the relation between the 
physical (matter, structure) artifact and the con-
ceptual (meaning, experience) artifact.118 It lies 
in the interaction of the object with its context, of 
the intrinsic construct and its external impact. 
This means that its design is at the same time 
inwardly and outwardly oriented: the impact 
defines the object and the object defines the 
impact. It is not possible to explicitly reproduce 
or describe it using another medium: it is a tacit 
quality of the singular combination of both arti-
facts. The core of a spatial practice is to gener-
ate experiences by making things.
This new insight into hybridity and the com-
pound and subjective nature of experiences 
made me think about how RAUW was in fact not 
fully articulating hybridity. We clearly embraced 
architecture as a hybrid in the sense that the 
material artifacts we created aimed at express-
ing and generating immaterial artifacts like 
‘experience’, ‘site specificity’ and ‘being critical 
to existing architectural solutions’. But articulat-
ing hybridity also entails an acceptance, or 
even better an articulation, of the ambiguity 
embodied in the hermeneutical process, in the 
interpretation an apperceiver might find in its 
structure. The hybrid nature of architecture 
makes its constituent immateriality and the ma-
terial artifacts come together in a singular, mu-
tually dependent combination, but at the same 
time this singular combination is prone to a 
hermeneutical process when apperceived.
Our designerly aims included generating sen-
sory experiences by making things and we 
adhered to the idea that the immaterial and 
material aspects are mutually dependent, but 
we wanted to over-specify how our work was 
meant to be read, or more specifically how we 
found it should not be read: as conceptual or 
critical narratives or as symbolic meaning. 
Probably due to the evasive action of avoiding 
symbolic meaning as described in part 1 of this 
catalogue, I explicitly choose a no-nonsense, 
almost anti-conceptual approach that favored 
the phenomenological experiences here and 
now and ignored the potentiality of any sym-
bolic meaning.
In itself this is of course not really a problem – a 
designer is free to choose which aspects he 
finds important in his work – but not accepting 
the freedom of an apperceiver to disagree on 
this is useless. His response can only be an 
interesting lesson in how your work is perceived 
and how you might enhance it. Simultaneously 
this new insight triggered an awareness that to 
some extent symbolic meaning is unavoidable 
and that ignoring this aspect is not the smartest 
thing to do. I became convinced that exploring 
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this unexplored field, this vacancy, at least a 
little, might also improve my practice. 
Since art is generally more concerned with 
developing critical narrative or employing sym-
bolic meaning I decided to take on the chal-
lenge to engage in a designerly way with mean-
ing in all its meanings. So it became one of the 
three main topics that are addressed in Art as 
Vacancy. In part three, ‘more RAW than R.A.W.’, 
there is a chapter based on this subject where 
topics drawn from a very ‘meaningful’ environ-
ment embodied in the exhibition ʻPerennial  ʼ at 
Wiels (B) are explored.
GLOSSARY
Articulating Hybridity
This heuristic device expresses a critical 
state between the material and immaterial 
artifacts of a structure by aiming at generat-
ing experiences by making things. An artistic 
expression is, by the way it implements the 
means of expression of its medium, in a criti-
cal state of hybridity. This means that every 
expression is a singular combination of a 
material and an immaterial artifact. It is not 
possible to explicitly reproduce or describe 
this hybridity using another medium: it is a 
tacit quality of the singular combination of 
both artifacts. At the same time the singular 
hybrid is to some extent ambiguous, open to 
interpretation. The creator might conceive 
with a priority to trigger an immaterial experi-
ence of, for example, ‘symbolic meaning’, 
‘action potential’ or ‘sensory experience’, but 
when the artistic expression, articulated in a 
material artifact, is placed in the world it be-
comes independent of the creator and pre-
sents itself to an observer as a compound of 
percepts and affects that the observer makes 
sense of in his own way. 
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C. A CRITICAL STATE OF  SIMPLEXITY
SIMULTANEOUSLY LOOK FOR SYNTHESIS AND 
CONTRAST
MEDIATOR
Rapid design (a reflective action)
During the course of the PhD, as a method of 
reflecting on my practice by means of de-
signing, I made a series of architectural de-
signs that had to be made in a short amount 
of time, mostly in one evening.  
MEDIATOR
Rapid design for Sint-Lucas Ghent. 
At a certain moment during the PhD, Sint-Lucas 
wrote out a competition to expand the schools’ 
campus in Ghent. The program consisted of 
some classrooms and a larger polyvalent 
space. The new program would be realized in 
the garden that should still be garden after the 
extension was built. It was an additional wish to 
explore the possibility that parts of the construc-
tion could be build by students. When I read the 
call for entries of the competition, I decided to 
design the polyvalent space as a ʻrapid designʼ. 
What interested me the most about the polyva-
lent space is that it suggests a large span. This 
structural challenge was made more difficult by 
two restraints. Firstly, a large span requires a 
considerable constructive height, while at the 
same time the construction site was delineated 
by a garden wall less than three meters high 
that could only be exceeded following a 45-
degree slope starting from the garden wall. 
Secondly, a do-it-yourself structure should be 
weight-efficient and modular. 
By using a typical RAUW design technique of 
exploring a site, not by analysis, but by quickly 
testing out different kinds of design options, I 
discovered a simple geometric relation in the 
shape of the site: the length of the front in rela-
tion to the length of the backside of the plot had 
a 4:3 ratio. However insignificant this random 
property might seem, it triggered a geometrical 
pattern of diamond-shaped modules that per-
mitted a fractal like repetition of isomorphic 
modules on different scales. The largest mod-
ules could capture much light and afford a high 
ceiling while the smaller modules would capture 
less light and afford a lower ceiling. Like this, 
the roof articulated zones with different acous-
tics, height and light conditions in the otherwise 
uniform rectangular space. The diamond 
shaped pattern could also be extended to the 
façade. The geometry of the roof channels al-
lowed the rainwater to run from the façade in a 
pattern within the same rhythm as the tiles of 
the façade.
When I placed this unfinished project on a prox-
imity wall, next to the projects of RAUW it reso-
nated with them and different links could be 
made. The ʻrapid design  ʼ had worked: without 
any specific question in mind, I had applied 
similar approaches in this work as in the RAUW 
designs. The links seemed to highlight analo-
gies on different levels: geometry (e.g. KTAv), 
monolithic aspect (e.g. PP), structural (e.g. El 
Mucho Macho) and so on. At the same time, it 
seemed to also link with all projects simultane-
ously on a more general level when considering 
the works through the lens of a heuristic device 
that I intuitively baptized ‘articulating simplexity’.
By naming these links as an instance of ‘articu-
lating simplexity  ʼ and looking at the projects 
though this lens, I started discovering what the 
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heuristic device was about. In many projects of 
RAUW the ‘parti’ (the main structuring concept) 
can be identified as a simple functional, experi-
ential or constructive principle that provides 
potential simultaneously on a functional, experi-
ential and constructive level. The simplicity of 
the principle contrasts with its capacity to solve 
problems and generate potential: an informed 
simplicity119 that is strategically chosen to simul-
taneously address different architectural as-
pects.
The fact of addressing the three aspects of 
function, experience and construction in an 
architectural design does not provide in itself 
something specific. Already from Vitruvius a 
very similar three-layered approach, consisting 
of ʻutilitasʼ, ʻvenustas  ʼ and ʻfirmitasʼ, is proposed 
where experience is replaced by another quali-
tative aspect – beauty or ʻvenustasʼ. What 
seems more specific to our work is the way in 
which these three layers are addressed. Our 
aim is not to make an assemblage of a con-
structive, experiential and constructive narrative 
but rather to create a synthesis, one structure 
that addresses the three layers simultaneously. 
MEDIATOR
Correalism - Frederick Kiesler
All functions and all forms are contained in 
the structure.120  
The principle that triggered or drives this heuris-
tic device may originate from any level: there is 
no recurring system or priority for one of the 
architectural aspects. There is also no hierar-
chy: if an interesting principle is found for one 
aspect, it is only by testing its potential to ad-
dress the three levels simultaneously in a de-
sign that the decision is made as to whether the 
principle is withheld or not. For example, in ʻHʼ 
(RAUW, 2000) the structuring principle origi-
nated from the more programmatic, functional 
aspect of reprogramming and reconfiguring the 
‘bel-étage’ typology while in ʻPP  ʼ (2001) the 
spiraling structure originated from a more expe-
riential principle, these principles were only 
further explored because they provided poten-
tial to act as a ʻsynthetic structure  ʼ that also 
addressed other architectural aspects.
Besides an attraction to this ʻ synthetic structureʼ, 
the work seems to aim at articulating this ʻhigh 
contrast  ʼ between the simplicity of the structure 
and its performance. Often this articulation is 
achieved by contrasting a simple or monolithic 
form with a rather complex interior functioning. 
It seems that a priority is given to propositions 
that address relatively complex challenges by a 
relatively simple principle; hence, aiming at 
ʻarticulating simplexityʼ. 
The fractal pattern in the example of the ʻrapid 
design  ʼ for the extension of Sint-Lucas Ghent is 
a simple geometric principle. It originated from 
a constructive concern: how to create a large 
span with relatively light elements that enable a 
do-it-yourself approach. Since it was possible to 
find a pattern that generated different experien-
tial zones that matched a possible scenario for 
using the space, provided a good system for 
water evacuation and respected the 45-degree 
slope imposed by the building regulations, it 
seemed interesting to further explore this de-
sign proposition. Since it was only a ʻrapid de-
signʼ the design process halted at this point.
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119 In ʻ101 things I learned in architecture schoolʼ (MIT Press, 2007) Matthew Frederick describes three levels of knowing: 
simplicity, complexity and informed simplicity. In his view, informed simplicity is “an enlightened view of reality. It is 
founded upon an ability to discern or create clarifying patterns within complex mixtures ... Creating simplifying patterns 
in a building plan is a way of lending order while allowing multiple readings and experiences.”
120 Kiesler, F 2007, On correalism and biotechnique, in W Braham, J Hale & J Sadar (eds), Rethinking technology: a reader 
in architectural theory, Routledge, New York, p. 70 (first pub. 1939).
GLOSSARY 
Articulating Simplexity
This heuristic device expresses an interest in 
finding a critical state between the simplicity 
and complexity of a structure. One simple 
element (a shape or a structuring principle) 
may possess the potential to create qualities 
simultaneously on a functional, constructive 
and experiential level. The informed simplicity 
of this principle then contrasts with its more 
complex capacity to solve problems and 
define spatial qualities. One of the ways of 
articulating this contrast is to confront a 
monolithic exterior with a more fragmented 
interior that affords many different and unex-
pected experiences. Articulating simplexity is 
creating a spatial structure that simultane-
ously affords synthesis and contrast. 
In 2007 Dominique Pieters wrote a text on the 
work of RAUW as an introduction to a lecture we 
would give on our work. The text was called 
ʻHuman Monolithsʼ. I have always liked this text 
for the fact that it describes our search for a 
critical state between the adapted and una-
dapted, by answering briefs in an unexpected 
way. But is this context I would like to address 
the title. Though ʻHuman Monoliths  ʼ is not ex-
plicitly explained in the text, I find that it reso-
nates implicitly throughout the text as her per-
sonal interpretation of the notion of ʻarticulating 
simplexityʼ. It suggests a synthetic structure 
expressed in a monolithic shape that contrasts 
with its more complex human scale via the sce-
nography and functionality that this monolith 
embodies. The notion of articulation simplexity 
resonates, to some extent, through all projects 
of RAUW. As an illustration of this fact, from a 
selection of projects the monolithic exteriors are 
juxtaposed with their more complex interiors.
198 / 230
Presspoint, Merelbeke (B), RAUW, 2004.
House PDG, Aalst (B), RAUW, 2002.
Competition design KTA, Vilvoorde (B), RAUW, 2004.
De Buren, Brussels (B), RAUW.
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D. A CRITICAL STATE OF EFFECTIVENESS 
SIMULTANEOUSLY LOOK FOR EFFICIENCY AND 
EFFECTIVENESS
MEDIATOR
Efficient versus effective
‘Efficient’ is making good use of time or en-
ergy while ‘effective’ is having the power to 
produce a desired effect. This couple came 
up in a discussion with Ranulph Glanville, 
one of the supervisors of this PhD. As he 
often does with subtle conceptual differences 
in English terms, he also made a witty word-
play using these terms that inspired me to 
think about their potential meaning in art and 
architecture.
Design intentions may be addressed in many 
different ways: as problems that need solving 
(problem solving) or as an opportunity that can 
be appreciated (appreciative inquiry), as chal-
lenges that can be faced by thinking in pro-
grams or by thinking in events, as specific situa-
tions that fit generic solutions or that shape 
specific solutions, by looking for a structure that 
is optimized for an optimal use of time or energy 
or for producing a desired effect... 
MEDIATOR
Conversation with Gabriël Lester
I remember a conversation I had with Gabriël 
Lester, during the design of the ramp of the 
Art as Vacancy project ProMotion (discussed 
in part three, ‘More RAW than R.A.W.’). The 
discussion was not recorded so I will para-
phrase some of the topics that I remember 
coming forward during it. 
When Gabriël asked me why I wanted to work 
together with him, an artist, to better understand 
architecture, I answered something along the 
lines of that Art as Vacancy offered me a tempo-
rary shelter to resist our positivist obsession with 
efficiency. An artwork is essentially concerned 
with effectiveness: it aims at affecting an ob-
server. How efficiently it responds to this chal-
lenge is less essential. Sometimes being very 
inefficient can have a great impact and hence 
be very effective. For example, some works of 
Francis Alÿs, like the ‘Paradox of Praxis I’ and 
‘When Faith Moves Mountains’ clearly play out 
the poetical potential of a maximal effort to ob-
tain a minimal result. At the same time architec-
ture seems to be pushed away from this possi-
bility by a consistent fear of failure, towards an 
art of efficiency. 
MEDIATOR
Francis Alÿs, ʻParadox of Praxis I (Sometimes 
Doing Something Leads to Nothing)ʼ, 1997
where Alÿs starts pushing a large block of ice 
around town in the morning, only to have it 
dissipate into nothing by early evening.
MEDIATOR
Francis Alÿs, ʻWhen Faith Moves Mountainsʼ, 
2002
Alÿs recruited 500 volunteers in! Ventanilla 
District! outside Lima,! Peru.! Each person 
moved a shovel full of sand one step at a time 
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from one side of a dune to the other, and 
together they moved the entire geographical 
location of the dune by a few inches.!
A profit-driven attitude has instigated a relent-
less search for controlling, measuring and opti-
mizing efficiency. Since quantitative matters 
seem to be more easily controlled, measured 
and optimized than qualitative, the first gained 
priority over the latter. At the same time the 
search for optimizing profits has also driven the 
prices of labor and materials in an exponential 
growth making time and matter proportionally 
more valuable than before. Architecture tradi-
tionally claims a large amount of these re-
sources. A misinterpretation (probably inten-
tional) of the modernist approach seemed to 
open the door for a more efficient way of deal-
ing with them. By selectively ignoring the expe-
riential aims of tactile and spatial concerns for a 
sensory effective space and embracing the 
resistance to ornament or other traditional bour-
geois symbols of luxury and the appropriation of 
methods of mass production, the modernist 
approach provided a viable starting point for an 
architecture of efficiency where form efficiently 
follows function and no superfluities are needed 
or even desired. 
The fact that art often operates on a smaller 
scale, with a smaller budget, in a shorter period 
of time, offers something resembling the roman-
tic ‘freedom’ with which one sometimes endows 
an artist. It seems that within these constraints 
artworks succeeded better in staying below the 
radar of objectivity and it still allows a more 
subjective approach. The displacement in the 
overlapping zone between art and architecture 
provides me a place to explore the effective 
potential of ugliness, failure, waste and ineffi-
ciency. The intention of this displacement was 
to see whether some aspects the more effective 
oriented approach embodied in art could be 
transposed to architecture.
GLOSSARY
Articulating Effectiveness
This heuristic device expresses a critical 
state when a structure is simultaneously effi-
cient and effective. It is a more specific sub-
category of ‘articulating unadaptedness’ that 
is more directly related to the use of re-
sources: ‘efficient’ is making good use of 
resources (quantity) while ‘effective’ is having 
the power to produce a desired effect (qual-
ity). In many quantitative fields that rule our 
lives, the desired optimum is clearly a high 
efficiency combined with a high effective-
ness. The meaning of these interdependent 
terms has grown so close to each other that, 
for many, they have almost become syno-
nyms. However, in qualitative matters like 
design these terms are absolutely irreducible 
to each other. For example, an inefficient way 
of using space might be very effective and 
hence preferable in some cases. Being con-
scious about their difference might reveal 
new ways to deal effectively with ugliness, 
failure, waste and inefficiency.
This insight on effectivity is one of the reasons 
that I engaged with artists in Art as Vacancy. At 
the same time it is also mentioned here be-
cause I find in the complementary couple of 
‘efficient’ and ‘effective’ a more specific varia-
tion of the concept of ‘articulating unadapted-
ness’ mentioned above and the paradox of the 
adaptedness of unadaptedness described in 
part 1 of this catalogue.121  It can also be seen 
as a specific type of a critical state of spatial 
intensities that looks for ambiguity in spatial 
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121 The idea of efficient seems a specific form of adaptedness, while effective seems to tolerate some unadaptedness. On 
the other hand, they do not seem to map unambiguously. I can imagine efficient unadapted propositions or effective 
adapted propositions. The notion of ‘unadapted space’ not only refers to a critical state between efficient and effective 
but is much wider; for example, it also means not fully actualized, raw, incomplete. A very efficient and effective concrete 
shell might still be very unadapted to its possible future use. 
constellations: a raised door sill is maybe not so 
efficient but very effective. 
Efficiency is more objective and hence seems 
easier to sell than effectiveness. This entails a 
risk of over-stressing the efficiency of a design 
proposal. When I overlook the work of RAUW 
chronologically and focus especially on how we 
presented the projects to our clients, I notice a 
shift towards explicitly stressing the efficiency, 
while the effectiveness the projects themselves 
embodied was often implicitly communicated. I 
am not sure that this is necessarily the best way 
to present a project, to gradually build up a 
logic that seems to come to an ultimate and 
seemingly final solution.
If we think, for example, about the functional 
aspect conceiving a functional structure being 
often evident, it is only at the critical point where 
the efficiency is combined with effectiveness on 
an experiential level that construction becomes 
architecture. So in a sense we could say that 
effectiveness shifts functional and constructive 
aspects to the experiential realm. It shifts the 
accent from ʻwhat might  ʼ to ʻhow it might  ʼ hap-
pen and sometimes paradoxically expanding 
ʻwhat mightʼ happen at the same time.
MEDIATOR
Parking garage
A parking garage is a construction that holds 
between an efficient infrastructure and an 
effective building. Its ramps can be consid-
ered an extension of the road leading to it 
and enabling a dynamic flow rather than 
enclosing a static space. The sloping floors 
create a continuous space where the interior 
and the exterior become ambiguous and 
generate a spatial experience that affects us. 
In that sense we find in the parking garage an 
infrastructure efficient for parking cars but 
also a building effective in creating a specific 
spatial experience
D.1. ʻPDGʼ - inefficiency becomes effective
When I think about ‘PDG’ I particularly like the 
entrance to this house. When we approach the 
house we first climb a small mound, crossing 
the covered space on top of the garage to di-
rectly enter the house in its center. When we 
have entered the house we find ourselves in the 
middle of a very slow stair and have to descend 
it to arrive at the living area. To first raise more 
than a meter and then to descend it again 
seems somewhat illogical and inefficient. How-
ever, this seemingly inefficient movement 
proves to be quite effective: it provides the 
building with a buffer that enables a gradual 
progression from a public to a more private 
situation and endows entering the building and 
especially the living area with an almost theatri-
cal character. 
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6.2.3. THE SPATIAL SCENARIO 
A FORM OF INTENSIVE THINKING
MEDIATOR
Emanating structure (Frederick Kiesler)
Any form is incomplete in itself: it is identi-
fied by what it emanates, visibly or invisi-
bly, voluntarily or involuntarily. The new 
designer will therefore define function as: 
a specific nucleus to actions. It is errone-
ous to suppose that form follows function. 
This concept must be replaced by the 
proper progression of: (1) structure, (2) 
function, (3) form. All functions and all 
forms are contained in the structure.122 
As already mentioned in the introduction of part 
two of the catalogue, before I started this PhD I 
recognized in RAUW an architectural practice 
that considers 
 architecture a place for active exploration, a 
built scenario for the unfolding of space.123
The heuristic device to achieve this lay in creat-
ing a ʻspatial scenarioʼ. It seemed very clear that 
this was closely related to the promenade archi-
tecturale found in the work of Le Corbusier, and 
in a sense the work of RAUW could be typified 
by a specific appropriation of the promenade 
architecturale. Even when it felt that it was im-
plicitly clear what was ‘specific’ in our approach, 
it proved very hard to be explicit about it. This 
chapter attempted to break this open in order to 
reveal more specific components. 
What follows is a summary of the specific lens 
that reveals some explicit insights I have devel-
oped during this PhD.
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122 Kiesler, F 1939, ‘On correalism and biotechnique’, in W Braham, J Hale & J Sadar (eds) 2007, Rethinking technology: a 
reader in architectural theory, Routledge, New York, p. 70.
123 Hendrickx, A 2007, ‘Interactive architectural design’, The proceedings of the international conference Virtual 2007: Inter-
action, Stockholm.
INTENSIVE THINKING (SUMMARY)
Intensive Differences
A spatial experience entails variations in sen-
sorial qualities like light, humidity, tempera-
ture, color, odor, sound, form... that, through 
the lens of the conceptual framework of in-
tensive thinking, can be seen as differences 
in intensities. 
Nesting Intensities
A practice concerned with making space 
distinct by creating differences in intensity 
does this by creating material artifacts, by 
structuring matter. The spatial context in 
which the spatial artistic practice places 
these material artifacts is a space that is al-
ready defined by intensities. Experiencing 
intensities emanating from these artifacts 
happens relative to intensities that already 
exist in the context. This  makes experiencing 
intensities intrinsically site specific. In this 
light a spatial artistic practice can be seen as 
a practice concerned with making space 
distinct by nesting (new) differences in inten-
sity inside other (already existing) differences 
in intensity.
Intensifying Extensities
One of the modi operandi to create differ-
ences in intensity is to implement abstracted 
notions of space like volume, length, height, 
width in a relative way. A composition of ex-
tensities in which the relation among them or 
with other extensities or intensities constitutes 
a quality, and turns this composition of exten-
sities into an intensity. 
Experiential Dialectics
Only when an intensity is somehow comple-
mented with a variation of the same intensive 
property can we experience it as a something 
relative, a quality. When ‘high’ is confronted 
with ‘low’ both intensities are strengthened 
and the actual experience of both is partly 
contained in and enhanced by their juxtapo-
sition. This juxtaposition can be implicit, by 
varying an intensity that we are used to expe-
riencing in a specific constellation (e.g. a 
living space can be high or low in relation to 
what we ‘normally’ expect from such a space) 
or can be explicit, by actually juxtaposing 
complementary variations of one intensity 
(e.g. actually juxtaposing a high and a low 
space). 
Attractive Constellation
This is a structure that embodies a constella-
tion of differences in intensity that subject the 
perceiver to emotional or psychological influ-
ence. These differences of intensities create 
a dialectic of experiences that function as 
fields of attraction in the structure. 
Dissipative Scenario
One of the modi operandi to create an attrac-
tive constellation is scenario thinking. Writing 
a scenario is often a linear process of de-
scribing some kind of path that embodies a 
sequential progression of experiences over 
time resulting in a linear sequence of attrac-
tors. Writing a dissipative scenario entails 
combining different partial linear scenogra-
phies of attractors (cf. labyrinth) to form an 
open-ended field of intensities that constitute 
a non-linear scenography of attractors allow-
ing some form of self-organization (cf. corn-
field).
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A juxtaposition of the concepts described be-
fore gives a detailed description of one of 
RAUW’s main concerns, namely ‘intensive think-
ing’. This description can be reorganized to 
give an insight into the heuristic device of the 
‘spatial scenario’: 
GLOSSARY 
Spatial Scenario I
The spatial scenario is a heuristic device that 
structures space through intensive thinking. 
The device considers the spatial experience 
as a central issue and is concerned with 
making space distinct by nesting (new) dif-
ferences in intensity inside other (already 
existing) differences in intensity. Intensifying 
extensities is one of the possible ways to 
achieve these new differences in intensity. A 
fundamental aspect in experiencing intensi-
ties is how their complementarity enables 
experiential dialectics. When these experien-
tial dialectics are placed in a carefully con-
sidered spatial relation (scenography) they 
structure a space into an attractive constella-
tion. The spatial scenario aims at a dissipa-
tive scenario that creates an attractive con-
stellation by merging a linear scenography of 
attractors (labyrinth) with an open-ended field 
of intensities that constitute a non-linear sce-
nography of attractors allowing some form of 
self-organization (cornfield).
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FOUR CRITICAL STATES (SUMMARY)
Critical State
When a constellation of intensities achieves a 
critical point, a phase transition occurs. In this 
transitional state properties and qualities 
change drastically. At the same time this critical 
state of ‘being-in-between’ constitutes an ambi-
guity that affords different things to happen. 
Articulating Unadaptedness
is expressing the search for a critical state of 
spatial intensities that allows ambiguity in a 
structure’s being adapted and unadapted. This 
state of ‘being-in-between’ allows the occur-
rence of anticipated and unanticipated events 
(use) or well-delineated or more gradual experi-
ences (experience). It is situated somewhere 
between simultaneously considering a spatial 
constellation as a shape determined by func-
tional or aesthetic rules and as a space of pos-
sibilities that shapes the action potential and 
experiences and enlarges the space for appro-
priation by its users – between functional solu-
tions and generating new potential for actions. 
One form of achieving this state is by means of 
a diagrammatic approach that accepts the fact 
that a structure is never fully actualized and 
creates an environment that is never fully 
adapted, without apperceiver. The diagram-
matic approach postpones actualization and in 
this enlarges the space for appropriation. 
Articulating Hybridity
is expressing a critical state between the mate-
rial and immaterial artifacts of a structure by 
aiming at generating experiences by making 
things. An artistic expression is, by the way it 
implements the means of expression of its me-
dium, in a critical state of hybridity. This means 
that every expression is a singular combination 
of a material and an immaterial artifact. It is not 
possible to explicitly reproduce or describe this 
hybridity using another medium: it is a tacit 
quality of the singular combination of both arti-
facts. At the same time the singular hybrid is to 
some extent ambiguous, open to interpretation. 
The creator might conceive with a priority to 
trigger an immaterial experience of, for example 
‘symbolic meaning’, ‘action potential’ or ‘sen-
sory experience’, but when the artistic expres-
sion, articulated in a material artifact, is placed 
in the world it becomes independent of the 
creator and presents itself to an observer as a 
compound of percepts and affects that the 
observer makes sense of in his own way. 
Articulating Simplexity
is expressing a critical state between the sim-
plicity and complexity of a structure. One simple 
element (a shape or a structuring principle) may 
possess the potential to create qualities simul-
taneously on a functional, constructive and 
experiential level. The informed simplicity of this 
principle then contrasts with its more complex 
capacity to solve problems and define spatial 
qualities. One of the ways to articulate this con-
trast is by confronting a monolithic exterior with 
a more fragmented interior that affords many 
different and unexpected experiences. Articu-
lating simplexity is creating a spatial structure 
that simultaneously affords synthesis and con-
trast. 
Articulating Effectiveness
is expressing the fact that a structure is simulta-
neously efficient and effective. It is a more spe-
cific sub-category of ‘articulating unadapted-
ness’ that is more directly related to the use of 
resources: ‘efficient’ is making good use of 
resources (quantity) whilst ‘effective’ is having 
the power to produce a desired effect (quality). 
In many quantitative fields that rule our lives, the 
desired optimum is clearly a high efficiency 
combined with a high effectiveness. The mean-
ings of these interdependent terms have grown 
so close to each other that, for many, they have 
almost become synonymous. However, in quali-
tative matter like design, these terms are abso-
lutely irreducible to each other. For example an 
inefficient way of using space might be very 
effective and hence preferable in some cases. 
Being conscious about their difference might 
reveal new ways to deal effectively with ugli-
ness, failure, waste and inefficiency.
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A juxtaposition of the concepts described be-
fore gives a detailed description of one of 
RAUW’s main concerns, namely looking for 
‘critical states’. This description can be reorgan-
ized to give an insight into the heuristic device 
of the ‘spatial scenario’:
GLOSSARY
Spatial Scenario II 
The spatial scenario is a heuristic device that 
structures space by looking for critical states 
of unadaptedness, hybridity, simplexity and 
effectiveness:
- it expresses its ambiguity in being adapted 
and unadapted: it is a structure that holds 
between offering functional solutions and 
generating raw potential for actions and 
experiences and enables the occurrence 
of anticipated as well as unanticipated 
events (use) or well-delineated as well as 
ambiguous spatial thresholds (experience).
- it expresses its ambiguity in being a mate-
rial and immaterial artifact: it is a material 
structure that emanates immaterial experi-
ences. Even if the spatial scenario clearly 
prioritizes phenomenological spatial expe-
riences over, for example, a symbolical 
meaning, it is never fully actualized without 
a user who perceives the material structure 
as a compound of percepts and affects, 
that to him might have a symbolic mean-
ing.
- it expresses its ambiguity in being simple 
and complex: its overall operation is em-
bodied in one simple element (a shape or 
a structuring principle) that contrasts with 
the more complex capacity it possess to 
create qualities simultaneously on a func-
tional, constructive and experiential level.
- it expresses its ambiguity in being efficient 
and effective: it balances between the 
optimal use of resources and the optimal 
effect, which in design does not always 
mean that the most efficient solution is the 
most desirable.
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V. APPENDIX
ADDITIONAL INFORMATION
1. ON FRAMEWORKS 
HEURISTIC DEVICES
The aim of this research can be formulated as 
follows:
 Revealing and questioning the frameworks 
one works with(in), by actively engaging with 
mediators through the design and creation of 
architectural objects, in order to explore the 
transitional space between subject and archi-
tectural object.
I will now focus on the first part of the rather 
long sentence: Revealing and questioning the 
frameworks one works with(in). It will give some 
background to how conceptual frameworks and 
heuristic devices are formed. 
1.1. FRAMEWORKS ONE WORKS 
WITH(IN)
Jean Piaget’s genetic epistemology and, more 
specifically, his theory of cognitive develop-
ment, offers us a model to describe how knowl-
edge is acquired. 
As soon as we start interacting with our envi-
ronment, we start building internal cognitive 
structures of the experiences this interaction 
generates. These structures are drawn from 
whether actions are successful or not, result in 
anticipated results or not, and so on...  This way 
we learn that objects exist without our perceiv-
ing them or determine properties of external 
objects by the way different kinds of action 
affect them. We gradually build a cognitive 
structure, a model, of ourselves, our environ-
ment and ourselves in relation it.  We could say 
that we internalize our knowledge of our envi-
ronment and how we personally relate to it by 
means of cognitive structures – schemata – that 
originate from action in this environment. 
Knowledge arises out of action. 
Linking knowledge and action in this direct way 
clearly entails a dynamic and bi-directional 
process. This process aims at attaining a bal-
anced relation, an equilibrium between internal 
schemata and the experiences resulting out of 
actions. Piaget calls this process of looking for a 
fit ‘equilibrating’. Equilibrating is dynamic: eve-
ryday actions are performed, some of them 
possibly revealing unanticipated results, creat-
ing a new unbalance between our internal 
schemata and the experiences resulting out of 
our actions. Equilibrating is bi-directional. To 
find a new equilibrium we can either fit a new 
experience into a previously formed schema, or 
either we fit a previously formed or newly cre-
ated schema to the new experience. We absorb 
or assimilate the environment so that it fits a 
scheme or we adjust or accommodate our 
scheme so that it fits the environment. With 
some goodwill we can say assimilation is fitting 
practice to theory, accommodation is fitting 
theory to practice.
The first concept, assimilation, suggests that 
internal cognitive structures, our conceptual 
models, actively organize our experiences and 
our environment. They influence how we inter-
pret, structure, filter, perceive, and ultimately 
understand ourselves and our environment. 
 The concepts that govern our thought are not 
just matters of the intellect. They also govern 
our everyday functioning, down to the most 
mundane details. Our concepts structure 
what we perceive, how we get around in the 
world, and how we relate to other people. Our 
conceptual system thus plays a central role in 
defining our everyday realities.124 
The second concept, accommodation, sug-
gests that internal cognitive structures can be 
formed and transformed by any action, by all 
208 / 230
124 Lakoff, G & Johnson, M 1980, Metaphors we live by, University of Chicago Press, Chicago, p. 3.
things we undertake. This implies that they are 
formed and transformed by many aspects of 
our environment, many different specific or 
general contexts that we adhere to: our per-
sonal histories, the conditions of our embodi-
ment, cultural histories, our education, our dis-
ciplinary perspectives. For example, as an ar-
chitect, when we create architecture we make 
use of and are reacting to internalized cognitive 
structures, to conceptual models of, among 
many others, what architecture is and how it 
operates, the context in which one operates, the 
personal histories and experiences that one 
embodies... In short, these models, these 
frameworks one works with(in), define us and 
our personal relation with architecture. 
1.2. REVEALING THE FRAMEWORKS 
ONE WORKS WITH(IN)
In a sense, we use frameworks as cognitive 
tools to help us in perceiving, understanding 
and creating things. If, for example, we use a 
certain tool very often, we become familiar with 
it, acquainted and skilled with its use. As with 
many skills we acquire, the knowledge involved 
to successfully use these tools can be implicit, 
embodied, tacit or even ineffable. We could say 
that knowing something does not automatically 
mean knowing that you know it. This means that 
we are not necessary aware of the frameworks 
we have developed. To some extent, a frame-
work can become so self-evident, that it helps 
you to forget the underlying issue or to hide its 
complexity. Some, maybe even most, frame-
works are invisible to our consciousness. 
 ...[O]ur conceptual system is not something 
we are normally aware of. In most of the little 
things we do every day, we simply think and 
act more or less automatically along certain 
lines. Just what these lines are is by no 
means obvious.125
Jean Piaget’s genetic epistemology also makes 
a distinction between being able to do some-
thing and being reflectively conscious of how 
you do it. He calls the process of becoming 
consciously aware of knowledge ‘prise de con-
science’ and the main mechanism that facili-
tates this process ‘reflecting abstraction’.  
It seems to me that this ʻprise de conscience  ʼ
facilitated by ʻreflecting abstraction  ʼ could be 
one of the main differences between design 
and research by design, between a practitioner 
doing his job by making a project and the same 
practitioner doing research by making a project. 
In the first case, the practitioner does not nec-
essarily need to be consciously aware of the 
framework he works with(in). In the second 
case, the practicing researcher – if he wants to 
make a certain aspect of his work accessible, 
transposable and relational to others – the 
openness to share the frameworks related to 
this aspect is crucial. Becoming aware of them 
seems a good starting point to begin a discus-
sion on them.
As suggested earlier, the frameworks one works 
with(in) define us and our personal relation with 
architecture. This is why, besides responding to 
expectations research might entail, it seems 
relevant to look for ways to become aware of – 
to reveal – these frameworks in order to better 
understand our personal relation with architec-
ture. Being aware of our frameworks enables us 
to position ourselves in the endless field of ar-
chitectural narratives. There are of course dif-
ferent ways to do this. 
By design: A first self-evident way is just doing 
things you usually do. While you design you 
constantly make use of existing frameworks 
when you encounter situations that fit a certain 
framework. Hence, this situation can be assimi-
lated by it and the framework is somehow im-
plemented in the design. This framework might 
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become apparent in the action of designing 
when you monitor the design process. Even 
better would be that at a certain point you en-
counter a situation that that seems to resists 
your existing frameworks. This situation might 
generate an unanticipated result, a conflict, a 
dead-end, leading to surprise that puts a strain 
on your existing frameworks. This resistance 
helps you to become aware of the framework 
you are using, merely by the fact that it is not fit 
for the task. The framework might need to be 
revised, to be accommodated to adequately 
function. This quality of surprise is one of the 
reasons that a choice of stepping out of your 
usual design environment seems productive. 
Engaging with different challenges, other disci-
plines, a different form of architectural brief or 
different people than you usually do, results in a 
higher chance of unanticipated results or sur-
prise. These unanticipated results may put a 
strain on the frameworks you (usually) work 
with(in), demonstrating their inadequacy and, 
through this surprise, becoming visible. This is 
one of the reasons that for Art as Vacancy, the 
productive engine that drives this PhD, I left my 
habitual comfort zone and stepped into the 
overlapping zone between architecture and art, 
into trans-disciplinary collaborations with artists. 
It is a design situation, and in this case also a 
research environment, that raises the chance for 
surprise, one of the most important elements 
that drive research. 
By re-activating design: Another way is to look 
for evidence of frameworks in earlier work, 
memories or captured forms of communication 
(fax, mail, sketch) surrounding this work. Espe-
cially by juxtaposition and analogy between 
different works we might become aware of the 
existence of, properties of, and shifts in frame-
works that we identify as active in our practice. 
Because I do not believe it is possible to cor-
rectly return to an earlier state of mind that we 
had somewhere in the past and I am convinced 
that our current frameworks influence and as-
similate how we perceive evidence of an earlier 
state of mind, I think of this process more as a 
re-framing or re-activation of an action per-
formed earlier.  
I would like to draw a distinction between de-
scriptive frameworks: models that inform us of 
properties of things and operational frame-
works, and models that suggest us how to act. 
The second seems to interest me more and will 
be used frequently.  I want to know more about 
how to make things that make things happen. 
So I will replace personal internal cognitive 
structures that suggest to us how to act with the 
term heuristic devices. Sometimes the line 
between descriptive and operational becomes 
very blurry, but calling it a device always re-
minds me to look for what the form does rather 
that for what it is.
1.3. QUESTIONING FRAMEWORKS 
ONE WORKS WITH(IN)
Once a framework is revealed, and we are con-
sciously aware of its existence, we can start to 
explore its properties, to question its relevance, 
viability, potential, robustness, limitations... 
When we become more aware of its properties, 
we can see qualities in some properties or 
doubt others. We are accommodating our 
frameworks to fit new experiences, new knowl-
edge. 
Piaget describes two forms of abstraction that 
help us acquire knowledge:
Empirical or simple abstraction: when we act 
upon an object, our knowledge is derived from 
the object itself.  This is the point of view of 
empiricism in general, and it is valid in the case 
of experimental or empirical knowledge for the 
most part. Simple abstraction is defined as 
abstraction of knowledge from the objects 
themselves:
 A child, for instance, can heft objects in his 
hands and realize that they have different 
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weights –- that usually big things weigh more 
than little ones, but that sometimes little 
things weigh more than big ones. All this he 
finds out experientially, and his knowledge is 
abstracted from the objects themselves.
Reflecting abstraction: when we are acting 
upon an object, we can also take into account 
the action itself, – or operation, if you will – since 
the transformation can be carried out mentally. 
In this hypothesis the abstraction is drawn not 
from the object that is acted upon, but from the 
action itself. Reflective abstraction is defined as 
abstraction of knowledge from actions, from the 
co-ordination of actions, and not from objects.
 a small child ... was counting pebbles one 
day; he lined them up in a row, counted them 
from left to right, and got ten. Then, just for 
fun, he counted them from right to left to see 
what number he would get, and was aston-
ished that he got ten again. He put the peb-
bles in a circle and counted them, and once 
again there were ten. He went around the 
circle in the other way and got ten again. And 
no matter how he put the pebbles down, 
when he counted them, the number came to 
ten. He discovered here what is known in 
mathematics as commutativity, that is, the 
sum is independent of the order. But how did 
he discover this? Is this commutativity a 
property of the pebbles? It is true that the 
pebbles, as it were, let him arrange them in 
various ways; he could not have done the 
same thing with drops of water. So in this 
sense there was a physical aspect to his 
knowledge. But the order was not in the peb-
bles; it was he, the subject, who put the peb-
bles in a line and then in a circle. Moreover, 
the sum was not in the pebbles themselves; it 
was he who united them. The knowledge that 
this future mathematician discovered that day 
was drawn, then, not from the physical prop-
erties of the pebbles, but from the actions 
that he carried out on the pebbles. This 
knowledge is what I call logical mathematical 
knowledge and not physical knowledge.126
In the formulation of the heuristic devices during 
this, both forms of abstraction play a role: a 
heuristic device can incorporate a simple ab-
straction of phenomenological evidence, or a 
reflecting abstraction of the actions or the set of 
actions that are performed.
Another important issue is that in order to come 
into existence, to become identifiable, compa-
rable and manipulatable, these devices need a 
form of identification. Providing the heuristic 
device with a well-chosen name is maybe the 
first step to better understand what one is actu-
ally doing in a work. A name can become an 
instrument for framing understanding and even 
generating new knowledge. In that sense, nam-
ing things and processes may serve many pur-
poses, from merely making it possible to identify 
something, over influencing how the thing that is 
given a name is perceived, to redefining it 
completely.
MEDIATOR
Naming Military Operations (Sieminski)
In his article ‘The Art of Naming Operations 1ʼ27  
Sieminski gives an intriguing overview of the 
history of the US military tradition to name war 
operations. He explains how a well-chosen 
name, for example ‘Desert Storm’, can influ-
ence how the perception of a complete war 
operation is influenced, merely by giving it a 
well-balanced name. The name becomes a 
reference for the whole and it can be a moti-
vation for the army, a deterrent for the enemy, 
a conceptual frame through which the media 
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and the home-front looks at the operation and 
so on.
MEDIATOR
History of Naming Art (Hoek)
In the world of art, the history of considering 
the title as a part of the artwork is relatively 
recent. In his book De Titel Uit De Doeken 
Gedaan128 Hoek describes how a title evolves 
from being a simple description based on the 
depicted, to changing in time, without 
evolvement of the author, towards an inte-
grated part of the artwork where the author 
consciously plays with it to frame a certain 
approach toward the work.
MEDIATOR
Metaphor as a probe (Schön)
In his book Displacement of Concepts129 
Donald Schön describes how the use of 
metaphor can generate new knowledge. He 
finds in metaphor a powerful vehicle to trans-
port associative knowledge from one context 
to another. Applying a metaphor to a new 
context and checking which associations 
apply or not tells us things about the source 
and the destination or how a well-chosen 
name may act as a metaphor that, in its turn, 
functions as a probe to explore the potential 
of something. We can compare the metaphor 
to what it tries to capture, revealing informa-
tion about both elements of the comparison, 
we can place it in combination with other 
objects or concepts, and so on. 
Summarizing, we could say that, when used 
correctly, naming things is not a static descrip-
tion or categorization but has a much more 
active role in the interaction between the name 
and the named.
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2. FOUR EARLIER COLLABORATIONS WITH GABRIЁL LESTER
MEDIATOR
ʻNight of the 25th', 2007, Milan (Italy), MiArt. 
“Space of lattice in contra perspective. A 
room in permanent cross-dissolve.”
The ongoing series of installations ‘The Night 
of…’ is an interior scene set inside a cube 
made of a lattice. The angle under which the 
lattice is placed proposes four views onto a 
scene. Furthermore, the angle of the lattice is 
such that the room appears as a solid, closed 
space from the inside and outside. The lattice 
functions as a shutter, in the cinematographic 
sense, creating a motion picture from still 
images. The shutter framework directs the 
gaze and suggests the perspective. Each 
scene shows a moment frozen in time, a mo-
ment when something has happened, is hap-
pening or is about to happen: a chair up in 
the air, an office cleaned out, a bedroom 
abandoned yet inhabited. Together the suc-
cessive scenes form a narrative.
‘The Night of…’ refers to a specific line of 
dialogue familiar from film noir and crime 
movies. The complete line is: “Where were 
you on the night of the 24th?” The dates may 
vary, but the line is always the same, implying 
that the answer should explain someone’s 
whereabouts, an alibi, an explanation for 
where one was when something else hap-
pened.
Materials: wooden lattice, MDF, props
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MEDIATOR
ʻBIG BANG – and assorted minor explosionsʼ, 
2006, London (UK), Bloomberg Space. 
A succession of stage walls guide the spec-
tator through the construction of a perspec-
tive illusion to the epicenter of a formalized 
explosion. 
Big Bang, the room-sized sculpture filling 
the first gallery of Bloomberg SPACE, is a 
series of MDF scaffolding slices punctured 
by increasingly larger holes. Each slice 
becomes part of an illusion that manages 
to fool the eye, despite knowing exactly 
how it is made.130
Big Bang (2007) requires you to pass 
through doorways in six bare wood walls, 
reminiscent of the back of a stage set. 
When you emerge, you turn to face the 
massive pattern of a mushroom cloud cut 
from the walls. 131
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MEDIATOR
Anyang Scope (permanent work), 2007, An-
yang (Korea).  
Part of the biannual Anyang Public Art Pro-
ject, two permanent periscope sculptures 
were installed at a promenade in Anyang city. 
The periscopes, which also function as city 
furniture, show framed views of the surround-
ing city. These framed cutouts direct the gaze 
toward several scenes and create a sense of 
cinematic drama, as the city's activity trans-
forms, appears in, and disappears from each 
frame.
Curator: Sung Won Kim
Materials: steel, wood, mirror, plexiglass, 
paint
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MEDIATOR
Escape to Brussels, 2007, Brussels (B).  
Gabriël Lester was selected for the 'Prix Je-
une Peinture Belge 2007'. The installation 
showed two autonomous scale models of two 
earlier works, ‘Night of the 25th’ and ‘Big 
Bang’. 
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3. FOURTEEN GAPS
This appendix gives an overview of thirteen 
models of object–subject bridges that played a 
role in the PhD juxtaposed with my thirteenth 
model.
MEDIATOR
Architectural paradox (Bernard Tschumi) 
In ‘Questions of Space: The Pyramid and the 
Labyrinth (or the Architectural Paraxox)’ Ber-
nard Tschumi extends to space the disunion 
that Roland Barthes describes between writ-
ing (the creation of a form, conception) and 
reading (the interpretation of the created 
form, perception).
The pleasure of the text is the moment 
when my body pursues its own ideas - for 
my body does not have the same ideas I 
do.132
Tschumi translated this in a duality of space 
in architecture, conceived space and per-
ceived space:
By focusing on itself, architecture has 
entered an unavoidable paradox that is 
more present in space than in anywhere 
else – the impossibility of both questioning 
the nature of space and at the same time 
experiencing a spatial praxis.133
Tschumi elaborates his view on the paradoxi-
cal nature of architecture by departing from 
the essential architectural activity: to define 
space. In architecture, to ‘define space’ can 
mean two distinct things: specifying the na-
ture of space and determining the physical 
boundaries of space. 
The first interpretation suggests conception 
as the essence of space: to place something 
new in the world something in the world exis-
tence, we first have to conceive it. It is this 
product of the mind that is constitutive of 
architectural space. 
Conceived space is concerned with question-
ing the nature of space, space as a ‘mental 
thing’.
The second interpretation suggests percep-
tion (experience) as the essence of space: 
space is ‘real’. The physical presence of 
space is fundamentally sensorial. The bodily 
senses are struck directly by space. The 
body occupies space, and its materiality 
coincides with the materiality of space. 
Perceived space is concerned with experi-
encing a spatial praxis, space as a ‘material 
thing’.
This paradoxical duality presents the problem 
of a disparity between ideal space (the out-
come of mental processes) and material 
space (the result of physical production) that 
is inherent to architecture. Only by accepting 
the paradox and the intrinsic subjectivity of 
the architectural experience might we tran-
scend it: 
As long as social practice rejects the 
paradox of ideal and real space, imagina-
tion – interior experience – may be the 
only means to transcend it. ... [T]he solu-
tion of the paradox is the imaginary blend-
ing of the architectural rule and the expe-
rience of pleasure.134
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MEDIATOR
Interface (Herbert Simon)
In The Sciences of the Artificial, Simon de-
scribes artifacts as an interface that connects 
the inner environment (structure) with the 
outer environment (context) in which he also 
places the user:
An artifact can be thought of as a meeting 
point – an ‘interface’ in today’s terms – 
between an ‘inner’ environment, the sub-
stance and organization of the artifact 
itself, and an ‘outer’ environment, the sur-
roundings in which it operates. If the inner 
environment is appropriate to the outer 
environment, or vice versa, the artifact will 
serve its intended purpose. 
Fulfillment of purpose or adaptation to a 
goal involves a relation between three 
terms: the purpose or goal, the character 
of the object, and the environment in 
which the artifact performs.135
MEDIATOR
Events (Bernard Tschumi)
Tschumi sees architecture as objects in 
space. The event is the glue that unifies ob-
jects and space into one experience. No 
fixed relationship exists between objects, 
architectural form and the events that take 
place within it.
Architecture is not simply about space 
and form, but also about event, action, 
and what happens in space.136
[W]e should remember ... that there is no 
architecture without everyday life, move-
ment, and action; and that it is the most 
dynamic aspects of their disjunctions that 
suggest a new definition of architecture.137
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MEDIATOR
Lived Space (Henri Lefebvre)
In Zhongyuan Zhang’s review of Stuart 
Elden’s 2004 book Understanding Lefebvre: 
Theory and the Possible, I found a clear 
description of Lefebvre’s lived space in rela-
tion to the object-subject gap:
Lefebvre may have first formulated the 
notions of conceived space and per-
ceived space as direct correspondences 
of Descartes’ res cogitans and res ex-
tensa. Just as in the Cartesian dualism, 
conceived and perceived spaces seem to 
be engaged in a deadlock of opposition 
without the slightest possibility of recon-
ciliation. It is not until many years later, 
when Lefebvre has accumulated abun-
dant knowledge of rural and urban every-
day life, does he begin to see lived space 
as a bridging concept capable of solving 
the conflict. ... The third term of lived 
space is balanced carefully between the 
two poles of conceived space (purely 
idealism) and perceived space (pure ma-
terialism). It embodies both elements 
without being reducible to either. It is the 
space of connaissance – here Elden re-
minds us of the nuance of the French word 
– less formal or more local forms of 
knowledge.138
MEDIATOR
Boundary Surface (Juhani Pallasmaa)
Juhani Pallasmaa describes architecture and 
urbanism as a surface:
The mental task of buildings and cities is 
to structure our being-in-the-world and to 
articulate the surface between the experi-
encing self and the world.139 
Or in a more elaborate version that also in-
cludes art:
All art articulates the boundary surface 
between the Self and the world both in the 
experience of the artist and the viewer. In 
this sense, architecture is not only a shel-
ter for the body, but it is also the contour of 
consciousness, and an externalisation of 
the mind. Architecture, or the entire world 
constructed by man with its cities, tools 
and objects, has its mental ground and 
counterpart. The geometries and hierar-
chies expressed by the built environment, 
as well as the countless value choices 
they reflect, are always mental structures 
before their materialisation in the physical 
environment. Our world is structured on 
the basis of mental maps.140
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MEDIATOR
Transitional Object (Donald Winnicott)
The English pediatrician and psychoanalyst 
Donald Woods Winnicott, who was especially 
influential in the field of object relations the-
ory, describes a transitional space between 
the inner and outer environment. 
It is a distinct third area, where objects are 
located that are not purely a matter of the 
inner, subjective world, nor purely a matter of 
the outer, objective world, but partake of 
both. It is a personal, hence highly variable, 
potential mental space, where our internal 
word can be extended outward and our ex-
ternal world inward. In transitional space, 
transitional objects can be found which may 
become imbued with meaning beyond what 
they are in reality. 
Winnicott attaches great importance to this 
space because he suggests that this is the 
place for experiences, for creativity, for cul-
tural life as a whole. It is a space 'that is in-
termediate between the dream and the real-
ity, that which is called cultural life.'141
MEDIATOR
Affordances (James J. Gibson)142
An affordance is a quality of an environment 
that allows an individual to perform an action. 
The combination of all affordances provided 
by an environment can be seen as a virtual 
space of possibilities, of action potentials, 
that encompasses all the possible actions a 
specific person might be able to perform in 
this environment. 
The fact that an environment provides an 
affordance for a specific activity does not 
imply that the activity will occur: it only adds 
that activity to this space of possibilities. In 
that sense, affordances are only precondi-
tions for activity. It is dependent on the per-
son who perceives and possibly picks up the 
affordances, to which action potentials he will 
react. 
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MEDIATOR
Distributed Cognition (Edwin Hutchins)
Distributed cognition is a conceptual frame-
work developed by Edwin Hutchins that pro-
poses that human knowledge and cognition 
is not confined to the individual. Instead, it is 
distributed by placing memories, facts, or 
knowledge on the objects, individuals, and 
tools in our environment. Distributed cognition 
views an environment as a set of representa-
tions that shapes the interactions between 
these representations. These representations 
can be either in the mental space of the par-
ticipants or external representations available 
in the environment. 
Hutchins wrote several papers on aviation 
and more specifically on the environment of 
the cockpit as a spatial cognitive system that 
extends the cognitive system of the pilots. 
The design of the cockpit – its spatial and 
social situation, the layout of the instruments, 
etc. – are integrated in the thoughts, expres-
sions and actions of the pilots. 
Information processing in the distributed 
system can be characterized as a propa-
gation of representational states across 
representational media. In the cockpit, 
some of the relevant representational me-
dia are located within the individual pilots. 
Others, such as speech, are located be-
tween the pilots, and still others are in the 
physical structure of the cockpit.143
MEDIATOR
Embodied simulation (psychology)
Embodied simulation is studied in different 
fields and via different approaches. It departs 
from the fact that the nervous system in our 
brain does not form representations of the 
world but form representations of our interac-
tions with the world. This interaction is always 
mediated by the body, which is always im-
plicitly present in mental representations. All 
aspects of cognition are shaped by aspects 
of the body. 
When we are confronted with another person, 
the Self and Other appear to be intertwined. 
Because of a shared bodily representational 
format, we map the actions of others, as well 
as others’ emotions and sensations onto our 
own representations. 
Since embodied cognition and simulation are 
hot topics in contemporary psychology, many 
researchers are addressing this issue. I will give 
four examples that have been relevant to this 
PhD: George Lakoff and Raymond Gibbs ex-
plored embodied simulations by means of 
studying metaphors, and Daniel Schacter and 
Giacomo Rizzolatti by means of neuro-scientific 
research.
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MEDIATOR
Metaphors we live by (George Lakoff)
The concepts that govern our thought are 
not just matters of the intellect. They also 
govern our everyday functioning, down to 
the most mundane details. Our concepts 
structure what we perceive, how we get 
around in the world, and how we relate to 
other people. Our conceptual system thus 
plays a central role in defining our every-
day realities.144
 
MEDIATOR
Metaphor and embodied cognition (Raymond 
Gibbs)
I think of metaphors not just as a linguistic 
device but something that is part of thought, 
fundamentally arising from our embodied 
experiences in the world. Metaphor is em-
bodied: even abstract concepts are rooted in 
embodied experiences.
Perception is in itself a kind of embodied 
simulation of what we think we are able to do 
with objects and achieve with our actions. 
Interpretations of possibilities are in them-
selves expressive acts.145
MEDIATOR
Mental simulations (Schacter & Addis)
Already in 1932 Bartlett formulated the notion 
that remembering is a constructive process. 
In this process, bits and pieces of information 
from various sources are pulled together 
when the memory is reconstructed. This 
process is prone to errors and might cause 
memory distortions. By studying these mem-
ory distortions Daniel Schacter and Donna 
Rose Addis developed the constructive epi-
sodic simulation hypothesis.146  This hypothe-
sis, based on neurological evidence, pro-
poses that the constructive nature of episodic 
memory supports the flexible recombination 
of stored details into a coherent simulation of 
a new event that has not been experienced 
previously in the same form. Imagining or 
anticipating a future event triggers a mental 
simulation based on earlier experiences.
MEDIATOR
Mirror neurons (Giacomo Rizzolatti)
About thirty years ago neurophysiologist 
Giacomo Rizzolatti and his team discovered 
mirror neurons in the brain of a monkey. It is 
widely accepted that humans also have mir-
ror cells and that they are involved in empa-
thy. Mirror neurons are cells that fire both 
when we experience something ourselves or 
when we see others having a similar experi-
ence. In the last case we experience an em-
bodied simulation of an experience that we 
expect the other to have. Because of a 
shared bodily representational format, we 
map the actions of others, as well as others 
emotions and sensations onto our own repre-
sentations. 
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MEDIATOR
Equilibration (Jean Piaget)147
We internalize our knowledge of our environ-
ment and how we personally relate to it, by 
means of cognitive structures – schemata – 
that originate from action in this environment.
Linking knowledge and action entails a dy-
namic and bi-directional process. This proc-
ess aims at attaining a balanced relation, an 
equilibrium between internal schemata and 
the experiences resulting out of actions. Pi-
aget calls this process of looking for a fit 
‘equilibrating’.
MEDIATOR
Tickling Toys (Richard Blythe)148
In his PhD A Terroir of Terroir (or a brief his-
tory of design‐places) Richard Blythe appro-
priates "i#ek’s notion of the the Tickling Ob-
ject149  and transposes it to architecture and 
more specifically to the playful surface twists 
identified in the work of Terroir by considering 
architectural objects as Tickling Toys.
[... T]he object is not a mute and passive 
thing in the subject’s active perceiving, but 
rather, that the object acts, as for example 
in the object cause of desire. Therefore, 
the architectural moment can be under-
stood as the moment in which object (the 
building) acts on the subject, or ex-
pressed in "i#ekian terms, the object ‘tick-
les’ the subject. 
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MEDIATOR
Distracted perception (Walter Benjamin)
In Benjamin’s view architecture can be:  
appropriated in a twofold manner: by use 
and by perception – or rather, by touch 
and by sight.... Tactile appropriation is 
accomplished not so much by attention as 
by habit. As regards architecture, habit 
determines to a large extent even optical 
reception. The latter, too, occurs much 
less through rapt attention than by notic-
ing the object in incidental fashion.150
MEDIATOR
Transitional Object (Donald Winnicott)
A transitional addresses a space between the 
inner and outer environment, a distinct third 
area, where objects are located that are not 
purely a matter of the inner, subjective world, 
nor purely a matter of the outer, objective 
world, but partake of both. It is a personal, 
hence highly variable, potential mental 
space, where our internal world can be ex-
tended outward and our external world in-
ward. In transitional space, transitional ob-
jects can be found which may become im-
bued with meaning beyond what they are in 
reality. 
Winnicott also suggest that this space is the 
place for experiences, for creativity, for cul-
tural life as a whole. It is a space 'that is in-
termediate between the dream and the reality, 
that which is called cultural life'.151
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GLOSSARY
Displacement
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